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RE?ORT  ON  INTERNATIONAL  CONFERENCE  ON  BRAILLE  MUSIC 

July  195^  Paris 

L.  v\J.  Rodenberg 


SUMMARY     OF     QUESTIONS 

FROM  THE 
PRELIMINARY  WORLD  SURVEY  OF  BRAILLE  MUSIC 

L.  W.  Rodenberg 

Illinois  School  for  the  Blind 

Jacksonville,  Illinois 

NOTE:   The  full  text  of  the  Survey,  because  of  its  considerable  length, 
may  give  many  of  its  readers  difficulty  in  isolating  and  answering  the 
several  questions  which  are  distributed  through  the  latter  part  of  the 
discussion.   Therefore,  the  present  summary  of  the  questions  is  made 
with  the  earnest  hope  that  it  will  encourage  and  render  far  easier  the 
task  of  writing  the  views  and  suggestions  which  are  requested. 
Answers  by  question  numbers  will  be  appreciated.   The  value  of  your 
cooperation  cannot  be  expressed  too  urgently. 


The  first  six  questions  bear  on  the  choice  among  basic  styles,  as 
related  to  the  average  needs  and  abilities  of  the  following  groups:  — 

Children  in  residential  and  day  schools  for  the  blind  throughout  the 
world. 

QUESTION  1.  Which  basic  style  would  afford  this  group  the  greatest 
facility  in  reading?  #  #  „ 

Blind  teachers  of  either  blind  or  seeing  children — the  second  largest 
group.   The  first  need  of  this  group  is  for  a  style .which  affords 
rapid  reading  of  any  part  without  prior  memorization  and  which  easily 
reveals  the  structure  of  any  unfamiliar  composition* 

QUESTION  2.   Which  style  would  afford  this  group  the  greatest  facility 
in  reading?  *  •  * 

Seeing  teachers  of  blind  children  (often  newcomers  in  the  field) 
whether  in  or  outside  schools  or  classes  for  the  blind— -a  small  group 
but  important  because  of  its  influence.   The  need  of  this  group  is  for 
a  braille  style  which  affords  a  normal  appearance  and  a  ready  align- 
ment between  the  braille  and  printed  copies* 

QUESTION  3.   Which  style  would  give  this  group  the  greatest 
accommodation?  #  - 

Amateur  musicians  and  newly  blinded  adults,  interested  chiefly  in 
hymns,  ballads,  and  other  simple  music.   The  need  of  this  group  is  for 
a  style  which  has  the  simplest  and  most  normal  arrangement. 

QUESTION  k.      Which  style  would  be  most  likely  to  afford  this  group 
the  greatest  facility  in  reading? 


Volunteer  transcribers  and  private  readers  for  blind  musicians — a 
Small  group  of  such  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.   This  group,  perhaps  more  than  any 
other,  requires  a  simple  union  style  in  which  it  can  be  given  con- 
centrated training  and  which  it  can  employ  in  whatever  transcriptions 
it  is  asked  to  undertake. 

QUESTION  5»   Which  basic  style  affords  the  greatest  convenience  to 
the  average  volunteer  transcriber? 

Advanced  students  in  secondary  schools  and  conservatories  and  pro- 
fessional blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  others.   This  group,  with  greater  or  lesser 
facility,  can  use  any  style,  provided  the  transcription  is  annotated 
to  explain  the  use  of  style  and  the  direction  of  chord  reading.   This 
group  engages  chiefly  in  memorization,  and  its  chief  need  is  for 
definite  convenience  in  the  alignment  of  corresponding  parts. 

QUESTION  6.   If  one' style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified, 

Ttfould  afford  them  the  greatest  facility  in  memorization? 

*  *  # 

The  next  three  questions  bear  on  issues  raised  by  the  nature  of 
equipment  and  subject  matter. 

The  Issue  of  Stylus  Writing  versus  Machine  Writing. 

QUESTION  7.   (a)  Should  the  limitations  of  stylus  writing  influence 
the  choice  of  a  union  style?   That  is  to  say,  should  only  one  style  be 
chosen  for  both  stylus  and  machine  writing  regardless  of  any  incon- 
venience in  either  stylus  or  machine  writing?   If  so,  xvhich  style 
should  be  chosen? 

(b)  Or  would  it  be  feasible  to  prescribe  a  simple  style 
for  stylus  writing  apart  from,  or  in  addition  to,  the  choice  of  a  more 

desirable  style  for  printing  or  other  machine  writing? 

*  *  # 

The  Issue  of  Characteristic  Regional  Music. 

QUESTION  8.   Must  the  union  style  replace  the  several  characteristic 
regional  styles?   That  is  to  say:   Should  Catholic  music  and  Anglican 
or  other  church  music  be  written  in  the  same  style?   Should  local 
teaching  material  for  students,  say,  in  German  schools  for  the  blind  be 
in  the  same  style  as  that  for,  say,  American  schools?   Should  dance 

music  be  scored  in  the  Argentine  as  it  is  in  India? 

#  *  * 

The  Issue  of  Patterns  in  the  Nature  of  Compositions. 

QUESTION  9.   (a)  Which  style  is  best  suited  for  music  In  which  bars  are 
relatively  short  and  equal? 

(b)  Which  style  for  music  in  which  bars  are  long  in  one 
part  and  short  in  the  other  part  or  parts? 

(c)  Which  style*  for  elaborate  music  in  which  bars  are  long 
throughout? 

(d)  Is  the  pattern  of  hand  alternation  necessary  as  a 
supplement  to  any  union  style? 
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(e)  The  all-important  question:   Which  style  would  be 
best  suited  for  all  of  the  foregoing  patterns  of  music? 

(f)  Which  style  is  best  suited  to  score  plainsong  and 

modern  music  in  free  rhythm? 

*  *  ♦ 

Finally,  Questions  10,  11,  12,  and.  13  give  the  participant  in  this 
study  an  opportunity  to  express  other  views  than  those  specifically 
requested  in  the  foregoing  outline. 

QUESTION  10.   If  music  is  divided  into  segments,  should  the  segments 
coincide  with  the  staves  on  the  ink  page  or  should  they  be  made 
according  to  musical  phrasing? 

QUESTION  11.   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  13.   What  modifications  in  any  major  style,  not  suggested  in 
the  foregoing  survey^  are  desirable? 
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*  •  # 


Volunteer  transcribers  and  private  readers  for  blind  musicians-— a 
small  group  of  such  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.   This  group,  perhaps  more  than  any 
other,  requires  a  simple  union  style  in  which  it  can  be  given  con- 
centrated training  and  which  it  can  employ  in  whatever  transcriptions 
it  is  as ;r.ed  to  undertake, 

QUESTION  5«   Which  basic  style  affords  the  greatest  convenience  to 
the  average  volunteer  transcriber? 

Advanced  students  in  secondary  schools  and  conservatories  and  pro- 
fessional blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  others.   This  group,  with  greater  or  lesser 
facility,  can  use  any  style,  provided  the  transcription  is  annotated 
to  explain  the  use  of  style  and  the  direction  of  chord  reading.   This 
group  engages  chiefly  in  memorization,  and  its  chief  need  is  for 
definite  convenience  in  the  alignment  of  corresponding  parts. 

QUESTION  6.   If  one' style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified, 

would  afford  them  the  greatest  facility  in  memorization? 

*  *  # 

The  next  three  questions  bear  on  issues  raised  by  the  nature  of 
equipment  and  subject  matter. 

The  Issue  of  Stylus  Writing  versus  Machine  Writing, 

QUESTION  7.   (a)  Should  the  limitations  of  stylus  writing  influence 
the  choice  of  a  union  style?   That  is  to  say,  should  only  one  style  be 
chosen  for  both  stylus  and  machine  writing  regardless  of  any  incon- 
venience in  either  stylus  or  machine  writing?   If  so,  which  style 
should  be  chosen? 

(b)  Or  would  it  be  feasible  to  prescribe  a  simple  style 
for  stylus  writing  apart  from,  or  In  addition  to,  the  choice  of  a  more 

desirable  style  for  printing  or  other  machine  writing? 

#  #     * 

The  Issue  of  Characteristic  Regional  Music, 

QUESTION  8.   Must  the  union  style  replace  the  several  characteristic 
regional  styles?   That  is  to  say:   Should  Catholic  music  and.  Anglican 
or  other  church  music  be  written  in  the  same  style?   Should  local 
teaching  material  for  students,  say,  In  German  schools  for  the  blind  be 
in  the  same  style  as  that  for,  say,  American  schools?   Should  dance 

music  be  scored  in  the  Argentine  as  it  is  in  India? 

*  #  * 

The  Issue  of  Patter-is  in  the  Mature  of  Compositions. 

QUESTION  9*   (a)  Which  style  is  best  suited  for  music  in  which  bars  are 
relatively  short  and  equal? 

(b)  Which  style  for  music  in  which  bars  are  long  in  one 
part  and  short  in  the  other  part  or  parts? 

(c)  Which  styla  for  elaborate  music  in  which  bars  are  long 
throughout? 

(d)  Is  the  pattern  of  hand  alternation  necessary  as  a 
supplement  to  any  union  style? 
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(e)  The  all-important  question:   Which  style  would  be 
best  suited  for  all  of  the  foregoing  patterns  of  music? 

(f )  Which  style  is  best  suited  to  score  plainsong  and 
modern  music  in  free  rhythm? 

*  •  # 

Finally,  Questions  10,  11,  12,  and.  13  give  the  participant  in  this 
study  an  opportunity  to  express  other  views  than  those  specifically 
requested  in  the  foregoing  outline. 

QUESTION  10,   If  music  is  divided  into  segments,  should  the  segments 
coincide  with  the  staves  on  the  ink  page  or  should  they  be  made 
according  to  musical  phrasing? 

QUESTION  II4   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  13.   What  modifications  in  any  major  style,  not  suggested  in 
the  foregoing  survey,  are  desirable? 
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Advanced  students  in  secondary  schools  and  conservatories  and  pro- 
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above  the  average  of  all  others.   This  group,  with  grea.ter  or  lesser 
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»  »  4 

The  next  three  questions  bear  on   issues  raised  by  the  nature  of 
equipment  and  subject  matter. 

The  Issue  of  Stylus  Writing  versus  Machine  Writing, 

QUESTION  7.   (a)  Should  the  limitations  of  stylus  writing  influence 
the  choice  of  a  union  style?   That  is  to  say,  should  only  one  style  be 
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desirable  style  for  printing  or  other  machine  writing? 

*  *  * 

The  Issue  of  Characteristic  Regional  Music. 

QUESTION  8.   Must  the  union  style  replace  the  several  characteristic 
regional  styles?   That  is  to  say:   Should  Catholic  music  and  Anglican 
or  other  church  music  be  written  in  the  same  style?   Should  local 
teaching  material  for  students,  say,  in  German  schools  for  the  blind  be 
in  the  same  style  as  that  for,  say,  American  schools?   Should  dance 

music  be  scored  in  the  Argentine  as  it  is  in  India? 

*  #  # 

The  Issue  of  Patterns  in  the  Mature  of  Compositions. 

QUESTION  9.   (a)  Which  style  is  best  suited  for  music  in  which  bars  are 
relatively  short  and  equal? 

(b)  Which  style  for  music  in  which  bars  are  long  in  one 
part  and  short  in  the  other  part  or  parts? 

(c)  Which  style,  for  elaborate  music  in  which  bars  are  long 
throughout? 

(d)  Is  the  pattern  of  hand  alternation  necessary  as  a 
supplement  to  any  union  style? 
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(e)  The  all-important  question:   Which  style  would  be 
best  suited  for  all  of  the  foregoing  patterns  of  music? 

(f)  Which  style  is  best  suited  to  score  plainsong  and 

modern  music  in  free  rhythm? 

*  *  * 

Finally,  Questions  10,  11,  12,  and.  13  give  the  participant  in  this 
study  an  opportunity  to  express  other  views  than  those  specifically 
requested  in  the  foregoing  outline. 

QUESTION  10,   If  music  is  divided  into  segments,  should  the  segments 
coincide  with  the  staves  on  the  ink  page  or  should  they  be  made 
according  to  musical  phrasing? 

QUESTION  11.   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  13.   What  modifications  in  any  major  style,  not  suggested  in 
the  foregoing  survey,  are  desirable? 
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LETTER  OF  RAPPROCHEMENT 

Addressed  to 
All  Readers,  Transcribers,  Teachers,  and  Administrators 

of  Braille  Music 

The  United  Nations  Educational,  Cultural  and  Scientific  Organization 
through  its  Department  of  Mass  Communications,  has  sponsored  a  program  for 
the  universal  unification  of  the  braille  system.  In  the  winter  of  1951-52 
it  created  the  World  Braille  Council  of  nine  members,  six  members  represent- 
ing language  zones  and  three  members  being  named  as  experts  respectively 
in  languages,  mathematics  and  music.  The  Council  chose  for  its  chairman 
Sir  Clutha  Mackenzie  of  New  Zealand  and  for  its  joint  vice-chairmen 
M.  Pierre  Renri  of  Prance  and  Mr,  John  Jarvis  of  England.  Through  the 
advice  of  a  consultative  committee,  UNESCO  arranged  to  begin  its  program 
of  unification  in  the  field  of  braille  music  notation.  In  November  1952 
the  writer  of  this  letter  was  appointed  to  be  World  Braille  Council  Music 
Consultant  for  UNESCO.  He  was  assigned  the  task  of  preparing  a  world 
survey  and  analysis  of  braille  music  notation,  to  include  a  proposal  for 
a  union  manual  on  notation,  a  union  style  of  scoring,  and  a  plan  for  the 
union  cataloguing  of  braille  music.  He  was  instructed  to  enlist  the  co- 
operation of  authorities  on  braille  music  in  all  countries,  and  this  is 
the  earnest  purpose  of  the  present  introductory  letter.  The  survey  and 
analysis,  including  a  questionnaire,  have  been  prepared  by  the  consultant 
and  will  be  distributed  from  the  secretariat  of  UNESCO  in  Paris.   You  and 
your  organizations  are  urged  to  enlist  in  a  careful  study  of  the  survey 
and  analysis  and  to  mail  answers  to  the  questionnaire,  or  whatever  other 
suggestions  you  may  have  to  offer,  to  the  consultant  whose  address  is 
affixed  to  this  letter. 

It  is  probable  that  a  round-the-table  conference  of  experts  will  be 
held  in  195^  "to  attempt  to  reach  agreements  between  countries  in  which 
the  printing  of  braille  music  has  been  developed.  The  organization  of 
the  conference  will  be  based  on  responses  received  from  the  several 
countries  expressing  their  readiness  to  participate  in  the  program  of 
unification. 

The  text,  "Notation  Musicale  Braille,"  adopted  by  the  1929  conference 
on  braille  music  in  Paris,  has  largely  achieved  its  purpose*  it  provided  a 
basic  code  of  symbols.  However,  it  failed  to  include  several  important 
phases  of  braille  scoring  such  as  chant,  figured  bass,  ensembles,  or- 
chestration, small  instruments  and  Eastern  music.   It  described  the  sev- 
eral methods  or  "styles"  of  scoring  music  on  the  braille  page,  but  it 
failed  to  define  the  use  of  these  styles  or  to  prescribe  a  union  style 
for  universal  use.  As  a  result  of  these  omissions,  transcribers  have 
often  been  forced  to  follow  national  manuals  or  local  usages.   It  is 
suggested  by  the  directive  from  UNESCO  that  the  1929  international  man- 
ual be  enlarged  and  revised  so  as  to  present  a  full  and  adequate  notation. 

Proposals  have  been  advanced  from  time  to  time  for  the  total  reform 
of  the  braille  music  code,  which  reforms,  if  adopted,  would  annul  all 
existing  catalogues.   Some  of  these  proposed  improvements  have  great 
merit.  Similar  reforms  in  ink-printed  music  have  been  advanced  here  or 
there  but  have  been  waived  in  favor  of  the  vast  value  of  existing  publi- 
cations. It  is  the  consultant's  view  that  total  reform  of  the  braille 
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music  notation  must  also  be  waived  for  the  same  reason  and  that  no  changes 
in  code  or  style  of  scoring  should  be  made  if  they  would  destroy  the  ac- 
cumulated value  of  existing  catalogues  of  braille  music. 

The  conferees  in  19^4  should  have  little  difficulty  in  agreements  on 
the  revision  of  the  1929  international  manual.  This  text  merits  our  high- 
est respect  for  it  has  given  the  braille  music  world  a  greater  degree  of 
uniformity  in  code  than  is  outwardly  apparent.  However,  the  sharp  vari- 
ations in  styles  of  scoring  constitute  a  serious  problem  both  for  readers 
and  transcribers. 

The  several  circumstances  which  have  led  to  divergencies  in  styles 
of  braille  scoring  are  discussed  in  the  consultant's  survey.  One  of 
these  is  the  interesting  fact  that  every  nation  or  racial  zone  has  its 
indigenous  music — its  liturgical  books,  its  ballads,  ite  teaching  mat- 
erial and  its  dances.  Such  regional  music  is  composed,  published,  dis- 
tributed and  taught  locally  and  has  little  value  elsewhere.  Braille 
transcriptions  thereof  seldom  cross  boundaries,  and  when  they  do  they  are 
read  by  only  experienced  musicians.   If  there  were  only  such  regional 
music,  there  would  be  little  need  for  a  rapprochement  between  embossers. 

But  there  is  "universal"  music  which  transcends  all  boundaries, 
zones  and  "curtains."  It  should  transcend  our  regional  habits  and  usages 
in  braille  transcription.  The  program  of  unification  under  UNESCO  is  con- 
cerned with  universal  music. 

Compositions  by  world-renowned  composers  and  printed  by  eminent  pub- 
lishing houses  are  available  to  seeing  musicians  from  their  music  dealers 
throughout  the  world.   Such  music,  once  embossed  by  any  qualified  braille 
press,  should  be  catalogued  and  distributed  in  such  a  way  that  it  would 
be  available  to  blind  musicians  everywhere.  Such  music  should  be  listed  in 
a  union  catalogue  and  should  not  be  duplicated  between  presses.   The  lit- 
erary parts  of  such  music  should  be  written  in  full  spelling.  And  such 
music  should  be  embossed  in  one  union  style  or  in  styles  adequately  des- 
cribed and  prescribed.  The  consultant's  survey  describes  the  several  exist- 
ing styles  and  suggests  possible  improvements  in  scoring.   If  the  conference 
in  1954  can  agree  on  a  uniform  notation,  a  signal  service  will  be  rendered 
to  the  blind  of  the  world. 

Any  person  or  organization  not  receiving  the  consultant's  "Preliminary 
World  Survey  of  Braille  Music,"  and  wishing  to  enlist  in  its  study,  i6  in- 
vited to  apply  for  a  copy  by  addressing! 

UNESCO  Braille  Unit 
19,  Avenue  Kleber 
Paris  16,  France 

In  countries  where  there  is  no  established  authority  in  matters  per- 
taining to  braille  music  notation,  it  is  urged  that  interested  persons  take 
steps  to  establish  such  authority,  to  the  end  that  there  may  be  the  fullest 
possible  participation  by  all  countries  in  the  program  of  unification. 

L.  W.  Rodenberg 

World  Braille  Council  Music  Consultant 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.  S,  A, 
June,  1955 


LETTER  OF  RAPPROCHEMENT 

Addressed  to 
All  Readers,  Transcribers,  Teachers,  and  Administrators 

of  Braille  Music 

The  United  Nations  Educational,  Cultural  and  Scientific  Organization 
through  its  Department  of  Mass  Communications,  has  sponsored  a  program  for 
the  universal  unification  of  the  braille  system.  In  the  winter  of  1951-52 
it  created  the  World  Braille  Council  of  nine  members,  six  members  represent- 
ing language  zones  and  three  members  being  named  as  experts  respectively 
in  languages,  mathematics  and  music.  The  Council  chose  for  its  chairman 
Sir  Clutha  Mackenzie  of  New  Zealand  and  for  its  joint  vice-chairmen 
M.  Pierre  Henri  of  France  and  Mr.  John  Jarvis  of  England.  Through  the 
advice  of  a  consultative  committee,  UNESCO  arranged  to  begin  its  program 
of  unification  in  the  field  of  braille  music  notation.  In  November  1952 
the  writer  of  this  letter  was  appointed  to  be  World  Braille  Council  Music 
Consultant  for  UNESCO.  He  was  assigned  the  task  of  preparing  a  world 
survey  and  analysis  of  braille  music  notation,  to  include  a  proposal  for 
a  union  manual  on  notation,  a  union  style  of  scoring,  and  a  plan  for  the 
union  cataloguing  of  braille  music.  He  was  instructed  to  enlist  the  co- 
operation of  authorities  on  braille  music  in  all  countries,  and  this  is 
the  earnest  purpose  of  the  present  introductory  letter.  The  survey  and 
analysis,  including  a  questionnaire,  have  been  prepared  by  the  consultant 
and  will  be  distributed  from  the  secretariat  of  UNESCO  in  Paris.  You  and 
your  organizations  are  urged  to  enlist  in  a  careful  study  of  the  survey 
and  analysis  and  to  mail  answers  to  the  questionnaire,  or  whatever  other 
suggestions  you  may  have  to  offer,  to  the  consultant  whose  address  is 
affixed  to  this  letter. 

It  is  probable  that  a  round-the-table  conference  of  experts  will  be 
held  in  195^  to  attempt  to  reach  agreements  between  countries  in  which 
the  printing  of  braille  music  has  been  developed.  The  organization  of 
the  conference  will  be  based  on  responses  received  from  the  several 
countries  expressing  their  readiness  to  participate  in  the  program  of 
unification. 

The  text,  "Notation  Musicale  Braille,"  adopted  by  the  1929  conference 
on  braille  music  in  Paris,  ha3  largely  achieved  its  purpose!  it  provided  a 
basic  code  of  symbols.  However,  it  failed  to  include  several  important 
phases  of  braille  scoring  such  as  chant,  figured  bass,  ensembles,  or- 
chestration, small  instruments  and  Eastern  music.   It  described  the  sev- 
eral methods  or  "styles"  of  scoring  music  on  the  braille  page,  but  it 
failed  to  define  the  use  of  these  styles  or  to  prescribe  a  union  style 
for  universal  use.  As  a  result  of  these  omissions,  transcribers  have 
often  been  forced  to  follow  national  manuals  or  local  usages.   It  is 
suggested  by  the  directive  from  UNESCO  that  the  1929  international  man- 
ual be  enlarged  and  revised  so  as  to  present  a  full  and  adequate  notation. 

Proposals  have  been  advanced  from  time  to  time  for  the  total  reform 
of  the  braille  music  code,  which  reforms,  if  adopted,  would  annul  all 
existing  catalogues.   Some  of  these  proposed  improvements  have  great 
merit.  Similar  reforms  in  ink-printed  music  have  been  advanced  here  or 
there  but  have  been  waived  in  favor  of  the  vast  value  of  existing  publi- 
cations.  It  is  the  consultant's  view  that  total  reform  of  the  braille 
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music  notation  must  also  be  waived  for  the  same  reason  and  that  no  changes 
in  code  or  style  of  scoring  should  be  made  if  they  would  destroy  the  ac- 
cumulated value  of  existing  catalogues  of  braille  music. 

The  conferees  in  19^4  should  have  little  difficulty  in  agreements  on 
the  revision  of  the  1929  international  manual.  This  text  merits  our  high- 
est respect  for  it  has  given  the  braille  music  world  a  greater  degree  of 
uniformity  in  code  than  is  outwardly  apparent.  However,  the  sharp  vari- 
ations in  styles  of  scoring  constitute  a  serious  problem  both  for  readers 
and  transcribers. 

The  several  circumstances  which  have  led  to  divergencies  in  styles 
of  braille  scoring  are  discussed  in  the  consultant's  survey.  One  of 
these  is  the  interesting  fact  that  every  nation  or  racial  zone  has  its 
indigenous  music — its  liturgical  books,  its  ballads,  its  teaching  mat- 
erial and  its  dances.  Such  regional  music  is  composed,  published,  dis- 
tributed and  taught  locally  and  has  little  value  elsewhere.  Braille 
transcriptions  thereof  seldom  cross  boundaries,  and  when  they  do  they  are 
read  by  only  experienced  musicians.   If  there  were  only  such  regional 
music,  there  would  be  little  need  for  a  rapprochement  between  embossers. 

But  there  is  "universal"  music  which  transcends  all  boundaries, 
zones  and  "curtains."  It  should  transcend  our  regional  habits  and  usages 
in  braille  transcription.  The  program  of  unification  under  UNESCO  is  con- 
cerned with  universal  music. 

Compositions  by  world-renowned  composers  and  printed  by  eminent  pub- 
lishing houses  are  available  to  seeing  musicians  from  their  music  dealers 
throughout  the  world.   Such  music,  once  embossed  by  any  qualified  braille 
press,  should  be  catalogued  and  distributed  in  such  a  way  that  it  would 
be  available  to  blind  musicians  everywhere.  Such  music  should  be  listed  in 
a  union  catalogue  and  should  not  be  duplicated  between  presses.   The  lit- 
erary parts  of  such  music  should  be  written  in  full  spelling.  And  such 
music  should  be  embossed  in  one  union  style  or  in  styles  adequately  des- 
cribed and  prescribed.  The  consultant's  survey  describes  the  several  exist- 
ing styles  and  suggests  possible  improvements  in  scoring.   If  the  conference 
in  195^  can  agree  on  a  uniform  notation,  a  signal  service  will  be  rendered 
to  the  blind  of  the  world. 

Any  person  or  organization  not  receiving  the  consultant's  "Preliminary 
World  Survey  of  Braille  Music,"  and  wishing  to  enlist  in  its  study,  is  in- 
vited to  apply  for  a  copy  by  addressing? 

UNESCO  Braille  Unit 
19,  Avenue  Kleber 
Paris  16,  France 

In  countries  where  there  is  no  established  authority  in  matters  per- 
taining to  braille  music  notation,  it  is  urged  that  interested  persons  take 
steps  to  establish  such  authority,  to  the  end  that  there  may  be  the  fullest 
possible  participation  by  all  countries  in  the  program  of  unification. 

L.  V.  Rodenberg 

Vorld  Braille  Council  Music  Consultant 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.  S.  A. 
June,  1955 


I.  Purpose 

The  purpose  of  the  program  and  study  herein  set  forth  is  to  achieve  if 
possible  on  the  world  level  in  the  braille  music  field  a  union  key,  a 
union  style  and  a  union  catalogue. 

II.  UNESCO  and  the  World  Braille  Council 

The  following  is  in  part  the  report  of  the  Consultative  Committee,  pub- 
lished early  in  1952. 

"The  Executive  Board  of  UNESCO  at  its  28th  session  in  October  1951, 
authorized  the  Director-General  to  establish  provisionally  a  Y/orld  Braille 
Council  attached  to  UNESCO  in  the  form  of  an  Advisory  Committee.  The 
Director-General  was  also  authorized  to  summon  a  committee  of  experts  to 
advise  him  on  the  composition  and  the  role  of  the  proposed  Council. 

"The  Consultative  Committee  for  the  creation  of  a  V/orld  Braille  Council 
met  in  Paris  December  10-12,  1951*   ^  was  composed  of  fifteen  members 
representing  the  following  countries:   India,  France,  Turkey,  Spain, 
Egypt,  Iraq,  England,  Yugoslavia,  Columbia,  Burma,  Union  of  South  Africa, 
Japan  and  the  United  States. 

"In  the  course  of  its  six  meetings,  the  Committee  prepared  draft  statutes 
of  the  future  V/orld  Braille  Council  for  submission  to  the  Director-General; 
made  suggestions  as  to  methods  of  work  for  the  Council  and  the  tasks  v/hich 
it  should  undertake;  and  suggested  names  of  specialists  on  braille  who 
should  be  invited  to  become  members  of  the  Council. 

"The  Committee  recommended  that  the  World  Braille  Council  program  should 
include  the  following  matters:  music  notation;  mathematical  and  science 
symbols;  the  compilation  of  an  international  catalogue;  the  establish- 
ment of  regional  councils  to  deal,  amongst  other  matters,  with  contracted 
braille;  and  assistance  in  the  continuation  and  coordination  of  uniform 
braille  systems  for  the  African  and  South-East  Asian  languages.   Consider- 
ing that  the  principle  of  the  braille  script  is  to  reflect  as  far  as 
possible  the  alphabet  and  orthography  as  used  by  the  sighted  for  a  paj?- 
ticular  language,  the  Committee  divided  the  world  languages  into  eight 
zonc3.  ,  ,  . 

"The  Committee  proposed  that  the  composition  of  the  first  V/orld  Braille 
Council  should  be  of  six  members  representing  the  various  language  zones, 
and  three  members  chosen  as  specialists  and  technicians.  The  following 
names  were  suggested  to  the  Director-General  of  UNESCO  by  the  Committee 
and  have  been  accepted  and  approved  as  the  membership  of  the  first  V/orld 
Braille  Council: 

Mr.  John  Jarvis,  National  Institute  for  the  Blind,  London,  England 
Sr.  J.  Pardo  Ospina,  Federacion  Nacional  de  Ciegos,  Bogota,  Columbia 
Mr.  Lai  Advani,  Ministry  of  Education,  New  Delhi,  India 
Mr.  Sayed  Abdcl  Fat t ah,  Cairo,  Egypt 

Professor  Li  Fan  Kuei,  (Chinese,  Japanese  and  Korean  zones) 
V.'ashington  University,  Seattle 
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Mr.  John  Wilson,  London,  England 

Mr.  L.  W.  Rodenberg,  Illinois  School  for  the  Blind, 

Jacksonville,  Illinois 
Mr.  Pierre  Henri,  Paris,  France 

Sir  Clutha  Mackenzie,  Auckland,  New  Zealand 

"It  was  the  expressed  hope  of  the  Committee  that  the  Director-General  of 
UNESCO  would  soon  convene  the  members  of  the  World  Braille  Council  and 
begin  the  important  international  work  of  this  group.   It  was  recommended 
in  the  statutes  that  the  Council  should  meet  at  least  once  every  five 
years." 

No  meetings  of  the  World  Braille  Council  have  been  called,  and  the  only 
official  action  taken  by  it  has  been  the  choice  by  correspondence  of  Sir 
Clutha  Mackenzie  as  chairman,  and  Mr»  Pierre  Henri  and  Mr.  John  Jarvis 
as  joint  vice-chairmen. 

In  the  fall  of  1952  the  Director  of  the  Department  of  Mass  Communications 
of  UNESCO  requested  L.  W*  Rodenberg  (the  writer  of  this  survey)  to  accept 
the  assignment  as  World  Braille  Council  Music  Consultant  to  prepare  a 
world  survey  of  the  music  field.  This  assignment  is  to  be  completed  by 
the  end  of  August,  1955«   *n  *>ne  event  that  arrangements  can  be  effected 
successfully,  a  conference  will  be  sponsored  either  by  UNESCO  or  by  the 
V/orld  Council  for  the  Welfare  of  the  Blind  in  195^  f°r  ^ne  purpose  of 
reaching  international  agreements  on  a  union  notational  text  including 
styles,  and  problems  of  union  cataloguing  and  distribution. 


III.  Definition  of  Terms 

Union  Key:  A  revision  of  the  international  music  manual  to  include  all 
symbols  and,  if  possible,  a  union  style. 

Style :  The  pattern  or  method  of  arranging  the  musical  score  on  the  braille 

page. 

Union  Stylet   One  of  the  existing  styles,  or  modification  thereof,  to  be 

universally  accepted. 

Bar;   A  measure  in  the  rhythm  of  a  composition. 

Count?  A  rhythmical  division  of  a  bar. 

Part;  The  notes  for  one  voice  or  for  a  single-toned  instrument,  or  the 
notes  for  cither  hand  or  the  pedals  in  piano  and  organ  music. 

Segment t  One  bar,  or  more  often  several  bars,  in  the  braille  copy, 
written  as  a  separate  subdivision  or  "paragraph"  of  a 
composition. 

Bar-Numbering:  The  designation  of  the  bars  of  a  composition  or  major 

division  thereof  by  consecutive  numbers.   The  trans- 
criber pencils  thd  numbers  above  or  below  the  bars  on 
the  print  copy,  beginning  with  "1"  for  the  first  full 
bar,  or  "O1  for  a  partial  bar  beginning  the  composition. 
Endings  are  included  in  the  sequence  of  numbering. 
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Margin  Number;   A  bar  number  standing  at  the  head  of  a  segment  usually 

projecting  at  the  left  margin. 

Numeral  Repeats:   The  repetition  of  a  bar  excepting  a  last  preceding  bar, 

by  writing  +he  bar-number  in  the  lower  level  after 
the  numeral  prefix;  or  the  repetition  of  two  or  more 
bars  by  writing  the  bar-numbers  of  the  first  and  last 

bars  together. 

Stylus  Writing;     Hand-writing  with  a  stylus  on  the  ordinary  "slate"  or 

"tablet." 

Machine  Writing:  Writing  on  a  braille  "typewriter"  or  on  a  stereotyping 

machine,  on  which  the  written  matter  is  "visible." 

Hand  Transcribers;  An  individual  copyist,  either  a  blind  musician  or  a 

seeing  volunteer  copyist. 

Embosser;  One  who  prepares  plates  for  printing. 

Catalogue;  A  formal  list  of  available  compositions  either  hand-copied 
or  printed,  for  general  distribution. 


IV.   Proposed  Total  Reforms 

Wide  reforms  in  braille  music  notation  have  been  proposed  from  time  to  time 
which  would  annul  all  existing  catalogues*  Don  Qabriel  Abreu  of  Madrid, 
Spain,  in  1855  attempted  to  establish  the  use  of  a  special  braille  music 
cell  of  eight  points,  arranged  two  wide  and  four  high.  Alejandro  Meza  of 
Mexico  in  1925  first  proposed  the  writing  of  chords  as  note-heads  dropped 
to  the  lower  level,  which  would  have  required  the  interchange  of  meanings 
of  at  least  fourteen  of  the  basic  signs. 

More  recently,  and  of  challenging  value,  a  most  sweeping  reform  known  as 
the  "Uniform  Note  System"  was  brought  out  by  Paul  T.  Mayhew  of  London 
(1949) ,   who  v/as  for  many  years  director  of  music  transcription  at  the 
National  Institute  for  the  Blind.   A  key,  entitled  "Uniform  Note  System", 
fully  treating  all  phases  of  notation  in  the  integrated  principles'  of  the 
reform,  was  published  by  the  National  Institute  for  the  Blind,  Great  Port- 
land Street,  London,  England,  in  1951  •   ^n  hi-8  foreword  to  this  book, 
Sinclair  Logan,  Secretary  of  the  Music  Department  of  the  N. I.B.  wrote  in 
part;   "In  conclusion,  I  would  remind  those  who  read  this  book  that,  two 
years  ago,  a  committee  of  experts  representing  all  facets  of  the  musical 
profession,  .  .  .  met  and  held  a  critical  discussion  of  the  same,  in  the 
presence  of  Mr.  Mayhew  himself.  At  the  close  of  the  discussion  the 
'"Uniform  Note  System'  was  unanimously  declared  to  be  'far  and  away  in  ad- 
vance of  the  existing  method'." 

Shortly  following  the  first  announcement  of  this  system,  a  digest  thereof 
with  a  questionnaire  was  made  at  the  Illinois  School  for  the  Blind  and 
distributed  to  a  considerable  number  of  persons  in  the  United  States  and 
Canada.   Later  an  analysis  of  answers  to  the  questionnaire  was  prepared 
and  distributed  to  participants  in  the  study.   At  the  meeting  of  the  Mid- 
western Music  Teachers  Section  of  the  American  Association  of  Instructors 
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for  the  Blind,  held  in  the  fall  of  1951  at  the  Missouri  School  for  the 
Blind  in  St.  Louis,  the  purposes  and  advantages  of  the  reform  system  wore 
presented. 

Space  will  here  permit  mention  of  only  a  few  of  the  central  ideas  of  the 
Mayhew  reform.  To  obviate  the  "mental  otrain"  for  beginners  which  the 
arbitrary  signs  of  ordinary  music-braille  impose,  Mr.  Mayhew  uses  the 
alphabetic  letters,  "a  b  c  d  e  f  g"  for  quarter  notes  (crotchets).  Other 
note  values  are  derived,  as  in  the  present  notation,  by  the  addition  of 
lower  points.   Interval  signs  for  chords  are  not  used,  but  instead,  the 
intervals  are  represented  as  actual  letter  note-heads  dropped  to  the  lower 
cell.  These  interval-notes  are  read  downward  in  the  treble. 

Since  the  designation  of  notes  as  alphabetic  letters  docs  not  prevail  in 
certain  countries,  the  advantage  of  the  letter-notes  may  not  be  recognized 
universally. 

In  weighing  the  value  of  the  Uniform  Note  System,  we  must  in  the  main  bal- 
ance against  each  other  two  fundamental  issues}   (l)  the  seriousness  of 
difficulty  for  beginners  in  learning  and  applying  seven  arbitrary  signs 
for  notes  and  seven  arbitrary  signs  for  intervals;  and  (2)  the  seriousness 
of  cost  in  time  and  effort  involved  in  sacrificing  all  existing  catalogues. 
The  sacrifice  would  affect  upwards  of  200,000  stereotyped  plates,  whose 
replacement  cost  would  probably  reach  a  million  dollars  and  would  require 
many  years  of  painstaking  labor.  The  estimate  does  not  include  the  value 
of  tens  of  thousands  of  hand-copied  transcriptions.  Mention  must  also  be 
made  of  the  interim  of  confusion  which  would  be  imposed  on  readers,  es- 
pecially teachers. 

The  questionnaire  referred  to  above  revealed  that  the  great  majority  of 
those  who  engaged  in  the  study  considered  the  second  issue  (sacrifice)  to 
be  more  serious  than  the  first  (the  claimed  Omental  strain*  for  beginners). 
The  St.  Louis  meeting,  also  mentioned  above,  which  consisted  of  teachers  of 
the  blind  in  the  middlewest,  voted  unanimously  to  go  on  record  as  opposing 
the  Mayhew  reform. 

It  is  interesting  to  note  that  a  similar  situation  exists  in  the  world  of 
ink-printed  music,  in  which  there  is  a  retention  of  archaic  symbols  which 
are  even  more  irrational  than  anything  in  the  braille  system.   Suggested 
reforms  in  print  usage  have  been  waived  consistently  in  favor  of  the  ac- 
cepted value  of  vast  accumulations  of  publications.  A  conservative  atti- 
tude, similar  to  this,  is  to  be  encountered  in  the  braille  world. 

However,  the  English-speaking  world  and  countries  having  languages  of 
Teutonic  origin,  which  together  represent  an  appreciable  portion  of  the 
world's  braille  music  readers,  may  not  wish  to  dismiss  the  Mayhew  reform 
summarily.   I  do  not  know  at  this  writing  what  is  the  extent  of  support  for 
the  reform  in  Great  Britain  outside  the  immediate  following  which  so  far 
has  gathered  about  Mr..  Mayhew.  Nor  can  I  foresee  how  wide  would  be  any 
interest  in  the  reform  if  a  systematic  study  thereof  were  proposed  in  all 
the  countries  employing  literal  nomenclature.   And  as  regards  the  reaction 
to  the  reform  in  America,  I  make  no  claim  to  having  covered  the  subject  or 
the  field  adequately.   The  study  which  I  conducted  was  made  by  a  group  of 
approximately  one  hundred  teachers  and  other  musicians.  My  questionnaire 
discovered  little  if  any  real  enthusiasm  in  support  of  the  total  reform — 
so  little,  in  fact,  that  courage  is  wanting  for  me  and  probably  for  others 
to  shoulder  further  and  wider  study, 
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Nevertheless  the  questionnaire  disclosed  a  willingness  on  the  part  of  a  few 
teachers  in  schools  for  the  blind  to  test  with  their  beginning  students  the 
proposed  system,  provided  satisfactory  teaching  material  were  forthcoming 
from  London. 

Indeed,  the  latter  suggestion  points  to  the  fact  that  experimentation  on  a 
wide  scale,  supported  from  London,  is  the  only  conceivable  way  that  the  re- 
form might  be  advanced.  Such  experimentation  cannot  be  included  or  conclud- 
ed within  the  time  limit  set  by  UNESCO  for  international  agreement  under  the 
present  schedule.  Without  such  experimentation,  or  at  least  without  much 
more  experience,  with  the  system,  the  world  cannot  be  expected  to  make  a 
forthright  adoption  of  the  reform.   If  the  world  can  be  oriented  thereto 
eventually,  such  an  eventuality  must  be  left  to  a  future  schedule  of  effort. 
Therefore,  asWorld  Braille  Council  Music  Consultant,  I  must  be  guided  by 
the  principle  that  no  total  reform  nor  even  any  change  in  code  or  style  should 
be  adopted  that  would  destroy  existing  catalogues. 

V,  Styles:  Their  Origin,  Description  and  Illustration 

Louis  Braille  applied  his  newly  created  notes  first  to  Gregorian  Chant  of 
the  Roman  Catholic  Church,  in  which  he  had  early  training  and  with  which  he 
had  life-long  concern  as  a  teacher  and  church  organist.  Unlike  modern  music, 
Gregorian  Chant  flows  not  in  rhythmic  bars  but  in  phrases.  Possibly,  there- 
fore, Louis  Braille's  scoring  of  keyboard  parts  in  phrases  was  natural  and 
seemingly  necessary.  He  used  the  abbreviations  "rn.d."  and  "m.g."  for  the 
French  words  "main  droite"  and  "main  gauche"  (right  hand  and  left  hand)  at 
the  indented  beginnings  of  alternated  phrases.  His  consistency  led  him  to 
adapt  the  same  plan  to  secular  music,  and  this  plan  was  long  accepted  as 
orthodox  after  the  braille  system  crossed  French  frontiers  into  other  lands. 
This  style  still  prevails  throughout  Europe  in  one  form  or  otherj  and  even 
in  America  its  use  continues  to  some  degree— —not  so  much  because  of  pre€*» 
ere  nee  for  it,  but  because  much  valuable  music  thus  printed  is  not  other- 
wise available.  We  shall  hereafter  refer  to  the  "rn.d."  "m.g.*1  arrangement 
as  the  "Continental  style".  Although  the  newer  styles  are  generally  favored, 
the  Continental  style  still  has  many  advocates,  especially  for  ballads, 
hymns,  and  other  melodic  music,  perhaps  because  of  the  downward  reading  of 
chords  in  the  treble*  Originally  in  the  Continental  style,  segments  were 
numbered  consecutively  in  the  right  hand  part.  However,  in  the  following 
illustration,  the  newer  right  and  left  hand  signs  (4-6,  3"-4-5  an<*  4-5~6> 
5-A-5)  are  used  4 

In  recent  usage,  to  aid  blind  teachers  of  the  seeing,  the  ink-print  pagina- 
tion is  shown  by  placing  the  print  page  number  or  numbers  in  the  lowest 
line  and  by  placing  the  sign  5  2-5  between  spaces  where  a  new  print  page 
begins. 

The  following  excerpt  is  taken  from  a  transcription  made  in  Paris  in  1952. 
Because  smaller  pages  are  generally  used  in  French  transcriptions,  the  size 
of  page  (22  lines  and  28  spaces)  is  here  reproduced.   Intervals  are  read 
downward  in  the  treble  and  upward  in  the  bass.   The  consecutive  segment 
numbers  are  in  the  lower  part  of  the  cell. 

(See  Illustration  1  in  accompanying  braille  pamphlet.) 

******** 
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Consultant's  Suggestion  for  Improving 
the  Continental  Style 

The  following  illustration  presents  an  entirely  new  pattern.   Intervals 
are  read  upward  throughout.  Octave  marks  begin  all  bars.  Bar-numbering 
is  applied  throughout  and  repeats,  excepting  a  last  bar  repeat,  are  made 
by  the  use  of  bar-numbers.  Every  segment  of  right  hand  begins  with  the 
bar-number  of  its  first  bar,  being  placed  with  numeral  prefix  at  the  left 
margin.  Bar-numbers  without  numeral  prefixes  stand  between  spaces  before 
all  inner  bars.  The  sign  for  left  hand  stands  at  the  left  margin  before 
the  first  bar  for  left  hand  in  every  segment.   If  the  segment  for  either 
hand-part  requires  more  than  one  braille  line,  the  second  and  lower  lines 
are  indented  two  spaces.  When,  at  the  end  of  any  line  of  braille  there 
would  be  space  for  only  a  bar-number,  it  is  placed  at  the  beginning  of  the 
next  line.  Segments  should  contain  from  four  to  eight  bars  and  should  be 
made  at  natural  divisions,  except  when  it  is  desirable  to  show  the  ink-print 
pagination.   In  the  latter  event,  the  print  page  number  or  numbers  stand  in 
the  lowest  line  of  the  braille  page.   In  such  transcriptions  the  segments  are 
made  to  coincide  with  the  staves  in  print.  The  number  of  the  stave,  without 
numeral  prefix,  stands  before  the  marginal  sign  for  left  hand.   In  organ 
music  the  segment  for  the  pedals,  introduced  at  the  margin  by  the  sign 
4-5  5-*4-5f  follows  the  segment  for  left  hand. 

(See  Illustration  2  in  accompanying  braille  pamphlet.) 

******** 

The  difficulty  of  aligning  hand-parts  in  the  Continental  style,  especially 
in  elaborate  modern  music,  early  distressed  many  blind  musicians.  Complaints 
began  to  be  voiced  here  and  there,  and  in  1908,  Mr.  H.  E  .  Piatt  of  England 
inaugurated  a  movement  for  general  improvement  in  braille  music  through  his 
forceful  paper  entitled  "Music  for  the  Blind  as  a  Recreation*  Education  and 
Profession"  which  he  read  at  the  Manchester  Conference.   Suggestions  for 
improvement  began  to  be  worked  out,  some  coming  from  France  and  Germany. 
International  correspondence  was  interrupted  by  World  War  I,  but  studies 
continued  in  England.  In  1917  a  pamphlet,  "Additions  to  Braille  Music 
Notation",  was  published  in  London  announcing  the  styles  of  vertical  score 
and  bar  by  bar. 

In  vertical  score,  as  the  teres  suggests,  the  simultaneous  scoring  of  all  . 
parts  is  upward  from  the  bass,  either  as  full  chords  or  as  part-bar  sec- 
tions and  in-accords.   In  this  style  the  reading  finger  comprehends  the 
total  score,  so  that  "sight  reading"  and  memorization  are  often  greatly 
facilitated.   In  Great  Britain  this  style  has  been  much  used  for  hymns  and 
choral  arrangements.   In  elaborate  mueic  this  style  often  affords  (if  skill- 
fully treated)  a  clear  way  of  representing  the  score.   The  composition  is 
divided  into  segments  which  are  numbered  consecutively. 

(See  Illustration  5  in  accompanying  braille  pamphlet.) 

a)  Hymn 

b)  Piano 

******** 
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Frequently  in  compositions  for  piano,  the  hands  alternate  in  playing  note^, 
chords,  or  broken  arpeggios  and  other  passages.  Such  music  is  most  clearly 
written  in  braille  by  alternating  the  hand-parts  (as  they  are  played)  in 
the  same  continuous  line.  Hand-signs,  each  followed  by  the  appropriate 
octave  mark,  are  placed  before  the  notes,  chords,  or  parts  of  broken 
passages  a3  required.  Y/hen  the  pattern  has  been  clearly  set,  and  if  it 
continues,  the  word  "simile"  or  its  abbreviation  dismisses  the  use  of  hand 
and  octave  signs  until  the  pattern  changes,  when  the  reappearance  of  hand- 
signs  will  make  the  intention  clear.   If  in  such  music  there  are  sustained 
notes,  these  are  written  as  stem-signs  or  in-accords. 

If  the  hand  alternation  style  is  not  used,  the  transcriber  is  obliged  to 
substitute  rests  in  the  separate  bars.  Almost  always  the  latter  plan  im- 
poses a  hardship  on  the  reader.  Hand  alternation,  therefore,  should  be 
considered  a  basic  style,  to  be  employed  when  required,  as  a  supplement  to, 
or  variation  of,  any  other  style.  This  3tyle,  unnamed,  was  described  by  its 
British  inventors  in  1917  as  a  variation  of  vertical  score.  However, 
alternation  quite  frequently  has  no  relationship  with  the  fundamental 
principle  of  vertical  score  and  should  be  considered  as  a  distinct  style. 
If  there  is  to  be  a  union  style,  it  must  permit  the  employment  of  hand 
alternation  on  occasion. 

(See  Illustration  4  in  accompanying  braille  pamphlet.) 

a)  Primary  Piano 

b)  Organ 

c)  Piano,  more  difficult. 


_*  ******  * 

In  the  style  of  bar  by  bar,  the  first  bar  for  left  hand  is  followed  after 
a  space  by  the  first  bar  for  right  hand;  in  organ  music  the  bar  for  pedals 
stands  first  in  order,  preceding  the  bar  for  left  hand.  The  bar-line, 
points  1-2-5*  between  spaces  follows  the  bar  for  right  hand.  The  signs 
for  the  pedals,  left  hand,  and  right  hand  (4-5  5-4-5,  4-5-6  5-4-5,  4-6 
5-4-5)  arc  written  only  in  the  first  bar.  The  second  bar  and  succeeding 
bars  follow  with  the  parte  in  similar  order.  The  pitch  or  octave  is  marked 
at  the  beginning  of  each  bar  in  all  parts.  At  any  point  the  style  may  be 
altered  into  vertical  score  or  hand  alternation  if  the  score  so  requires. 
Bar  by  bar  has  been  used  extensively  in  Great  Britain  and  to  a  limited 
extent  in  some  other  countries* 

The  following  illustration  is  copied  from  a  transcription  made  at  the 
National  Institute  for  the  31ind,  London,  in  1942.  Segments  coincide 
with  the  staves  on  the  ink-print  page  and  the  print  page  and  stave  num- 
bers are  shown  in  parentheses  at  the  beginnings  of  segments.  This  ar- 
rangement is  of  great  service  to  blind  teachers  of  seeing  pupils  and, 
besides,  obviates  the  need  for  other  markings  of  segments. 

(See  Illustration  5  in  accompanying  braille  pamphlet.) 


******** 
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Consultant's  Suggestion  for  Modifying 
Bar  by  Bar 

Segments  of  from  four  to  eight  bars  should  be  made  whenever  possible  accord- 
ing to  musical  phrasing  or  rhythmical  division  instead  of  coinciding  with 
lines  or  staves  on  the  print  copy.  However,  at  the  indented  beginnings  of 
such  segments  the  print  pagination  should  be  shown — the  page,  the  line  on 
the  page,  and  the  bar  in  the  stave  which  begins  the  segment.  This  will 
suffice  for  the  blind  teacher  to  direct  his  seeing  pupil  to  positions  on 
the  print  copy.   Bar-numbers  without  prefixes  should  stand  between  spaces 
before  all  bars  after  the  bar-line,  the  cipher  indicating  a  partial  bar 
when  such  begins  the  piece.  Distant  repeats  should  be  indicated  by  the 
use  of  bar-number Si 

(See  Illustration  6  in  accompanying  braille  pamphlet.) 

******** 

Shortly  after  1917»  when  information  of  the  new  British  styles  reached  the 
United  States,  it  inspired  an  experiment  in  these  and  related  patterns. 
Fourteen  variations  resulted,  which  were  printed  and  distributed  for  study, 
one  of  the  variations— which  was  actually  bar  by  bar  in  parcllel  score  with 
measure-numbering — received  almost  unanimous  preference,  and  is  now  called 
bar  over  bar.  While  many  vocal  and  instrumental  ensembles  may  be  written 
to  advantage  in  bar  over  bar,  this  style  has  been  used  chiefly  in  piano 
musio  printed  in  the  United  States.  The  1925  Key  *to  Braille  Music  Notation, 
authorized  for  use  in  the  United  States,  indicated  this  style  for  use  when- 
ever the  nature  of  compositions  permits,  but  the  key  also  indicated  other 
styles  for  compositions  of  exceptional  difficulty. 

In  bar  by  bar,  parallels  of  two  lines  are  used  for  piano  and  three  lines 
for  organ.  Corresponding  bars  begin  in  the  same  vertical  space  in  the 
parallel.  An  octave  mark  begins  every  bar.  The  line  for  right  hand  be- 
gins with  the  bar  number  of  the  first  full  bar  in  the  parallel.  The 
margin  number  is  followed  close-up  by  the  sign  for  right  hand,  and  the  sign 
for  left  hand  stands  under  that  for  the  right  hand.  Thus,  the  hand  signs 
form  a  column  with  projecting  numbers  to  guide  the  fingers,  and  against 
this  framework  the  music  is  laid  out  on  the  page,  resembling  the  parallels 
of  staves  on  the  print  copy.  When  bars  are  incomplete  at  the  ends  of 
parallels,  the  bars  for  right  and  left  hand  are  broken  at  corresponding 
points  if  possible.   Repeats  of  distant  bars  are  indicated  by  the  use  of 
bar  numbers. 

(See  Illustration  7  in  the  accompanying  braille  pamphlet.) 

******** 

When  it  is  desirable  to  show  the  print  pagination  in  bar  over  bar,  the  print 
page  number  should  stand  at  the  center  or  right  of  the  lowest  line  on  the 
braille  page.   If  the  braille  page  includes  nore  than  one  print  page,  the 
print  page  numbers  should  stand  together  without  a  space.   In  braille  a  new 
parallel  should  be  taken  at  the  beginning  of  every  new  stave  in  print,  and 
the  number  of  the  stave,  without  numeral  prefix,  should  stand  clo3e-up  be- 
fore the  marginal  left  hand  sign  in  only  the  first  braille  parallel  of  the 
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stave.  Long  repeats  may  be  broken  to  show  the  etaves. 
(See  Illustration  8  in  the  accompanying  braille  pamphlet.) 


******** 

The  following  illustration  presents  the  adaptation  of  bar  over  bar  in 
studies  and  pieces  for  piano  forte  examinations  as  printed  at  the  National 
Institute  for  the  Blind,  London.  The  ink-print  pagination  is  shown  in  the 
free  lines  between  parallels  above  the  bars.  Bar-numbering  is  not  employed, 

(See  Illustration  9  in  the  accompanying  braille  pamphlet.) 

******** 

A  variation  of  bar  over  bar*  called  count  over  count,  may  be  used  for 
elaborate  piano  music  when  the  bars  require  more  than  a  line  of  braille. 
The  shorter  part  is  broken  between  counts  by  the  music  "hyphen"  (point  5), 
and  the  following  count  begins  in  the  same  vertical  space  in  the  parallel 
as  the  longer  part*  When  an  incomplete  bar  continues  in  the  next  parallel 
and  occupies  all  of  the  parallel,  "continuation  dots"  (point  6)  arc  placed 
before  the  right  hand  line  to  replace  the  marginal  bar-number.  While 
count  over  count  requires  more  space,  it  presents  a  clear  relationship 
between  hand-parts  without  the  encumbrance  of  bar-sections  and  short 
in-accords,  although  the  latter  may  occasionally  be  necessary  in  either 
or  both  parts.  The  advantages  of  bar  over  bar  and  count  over  count  are 
(l)  that  either  part  may  be  read  continuously  to  any  desired  length,  (2) 
that  corresponding  parts  may  be  collated  at  any  point,   (5)  that  the 
reader  can  quickly  find  his  position,  and  (4)  that  repeats  with  or  with- 
out changes  of  markings  can  be  made  with  the  greatest  facility  and 
clarity.  The  disadvantages  are  (l)  that  more  space  is  required,  with  a 
consequent  increase  in  cost,  and  (2)  that  in  elaborate  compositions  more 
skill,  patience,  and  time  are  required  of  the  embosser  to  effect  a  neat 
score, 

(See  Illustrations  10  and  11  in  the  accompanying  braille  pamphlet.) 

******** 

Other  patterns  than  those  described  and  illustrated  in  this  survey  have 
been  devised  and  used  more  or  less  extensively.  These  other  styles  have 
not  been  included  because,  in  the  consultant's  judgment,  they  present 
difficulties  to  the  reader  or  to  the  transcriber  which  would  probably 
exclude  them  from  consideration  in  choosing  a  union  style. 

Of  special  note  among  these  other  styles  is  one  devised  by  M.  Remy  Clavers 
of  Paris  and  included  in  the  1929  international  key.  The  Clavers  method 
presents  a  division  of  the  braille  page,  the  upper  half  consisting  of 
segments  for  the  right  hand  (coinciding  with  the  print  staves),  and  the 
lower  half  consisting  of  the  corresponding  segments  for  the  left  hand. 
.'in  ingenious  plan  of  markings  indicates  the  ink  page  and  stave  numbering, 
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When  the  print  page  i9  not  completed  on  the  braille  page,  the  following 
braille  page  or  part  thereof  is  similarly  divided.  The  chief  objection 
to  this  method  is  that  the  transcriber  is  compelled  to  make  a  preliminary 
copy  with  the  left-hand  lines  in  inverted  order,  so  that  when  the  finished 
copy  is  being  made,  the  proper  division  of  the  page  can  be  effected  by 
reversing  the  lines. 

Another  method,  not  illustrated  herein,  consists  of  separate  scoring  of 
hand  parts,  with  bar-numbers  standing  at  the  left  margin  in  a  column 
separated  from  the  music  by  a  free  space.  Distant  repeats  are  indicated, 
as  in  bar  over  bar  by  the  use  of  bar-numbers. 


******** 

************ 

******** 


VS»  Choice  among  Pour' Basic  Styles 

In  the  preceding  section,  we  have  presented  six  styles  in  the  forms  in 
which  they  are  now  used  locally.  Several  other  variations  of  styles  have 
not  been  included.  Basically  there  are  only  four  styles  in  which  measured 
polyphonic  irxisic  can  be  scored.  Stripped  of  their  local  elaborations,  the 
four  basic  styles  arei 

1.  Separate  scoring  of  each  part  throughout  the  composition,  as  in  en- 
sembles for  group  reading,  or  as  in  some  earlier  piano  music  in 
braille. 

2.  Simultaneous  scoring  of  parts,  as  in  vertical  score  and  the  hand 
alternation  style. 

5.  Alternate  scoring  of  parts,  bar  by  bar. 

A.  Parallel  scoring  of  parts,  bar  over  bar  or  count  over  count. 

If,  now,  we  are  to  attempt  to  find  a  union  style,  we  must  weigh  the  value 
of  each  of  the  four  basic  styles  in  the  light  of  its  serviceableness  to  the 
average  of  all  readers,  and  in  the  light  of  its  convenience  to  the  average 
of  all  transcribers.  When  our  study  has  been  completed 

a)  we  will  have  chosen  one  of  the  basic  styles  in  its  current  elaboration 
as  satisfactory  for  all  music;  or, 

b)  we  will  have  chosen  one  of  the  current  styles  for  the  greater  area  of 
use,  while  recommending  other  styles  for  specific  areas  of  use— which  com- 
promise is  not  the  present  view  taken  by  UNESCO;  or, 

c)  we  will  have  created  a  new  format  for  general  use  by  combining  desir- 
able features  of  two  or  more  of  the  basic  styles. 

In  any  event,  existing  catalogues  will  not  be  annulled. 

In  pursuing  our  study,  we  must  face  squarely  the  actual  facts,  needs  and 
circumstances  which  surround  the  reading,  the  writing,  and  the  printing  of 
braille  music.  One  by  one  the  cardinal  facts,  needs  and  circumstances  must 
be  isolated,  interrogated  and  judged.  From  our  total  judgments  (if  earnestly 
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and  impartially  concluded)  there  will  emerge  a  rational  solution  cf  a 
universally  vexing  problem.  Following  are  the  major  isruer: 

1. 

The  Issue  of  Group  Averages 

We  must  be  guided  by  the  ethical  principle  which  demands  the  greatest  good 
for  the  greatest  number.  Therefore,  in  choosing  a  union  style,  the  average 
or  middle  level  of  both  readers  and  transcribers  is  cf  primary  importance. 
The  chief  groups,  whose  averages  of  need  and  ability  must  be  considered,  are 
these: 

a)  Children  in  residential  and  day  schools  for  the  blind  throughout 
the  world.  They  constitute  by  far  the  largest  cingle  group. 

QUESTION  1,  Which  basic  style  would  afford  this  group  the  greatest 
facility  in  reading? 

Consultant's  view*  First,  bar  over  bar  or  some  modification  thereof, 
or  secondly,  the  short  segmented  Continental  style  with  bar  numbering 
applied  throughout. 

b)  Blind  teachers  of  either  blind  or  seeing  children — the  second 
largest  group.  The  first  need  of  this  group  is  for  a  style  which  affords 
rapid  reading  of  any  part  without  prior  memorization  and  which  easily  re- 
veals the  structure  of  an  unfamiliar  composition. 

QUESTION  2.  Which  style  would  afford  this  group  the  greatest  facility 
in  reading? 

Consultant's  view:  The  same  as  for  Question  1« 

c)  Seeing  teachers  of  blind  children  (often  newcomers  in  the  field) 
whether  in  or  outside  schools  or  classes  for  the  blind— a  small  group  but 
important  because  of  its  influence.  The  need  of  this  group  is  for  a  braille 
style  which  affords  a  normal  appearance  and  a  ready  alignment  between  the 
braille  and  printed  copies. 

QUESTION  5«  Which  style  would  give  this  group  the  greatest  accommo- 
dation? 

Consultant's  view:  The  same  as  for  Questions  1  and  2# 

d)  Amateur  musicians  and  newly  blinded  adults,  interested  chiefly  in 
hymns,  ballads,  and  other  simple  music.  The  need  of  this  group  is  for  a 
style  which  has  the  simplest  and  most  normal  arrangement, 

QUESTION  4.  Which  style  would  be  most  likely  to  afford  this  group 
the  greatest  facility  in  reading? 

Consultant's  view:  Amateur  musicians  are  quite  likely  to  engage  in 
clow  memorization  rather  than  in  rapid  reading.  The  melodies  of  hymns  and 
ballads  are  often  of  first  interest  to  them.  Melodies  should  be  scored 
separately  above  the  instrumental  arrangement.   Styles  in  their  order  of 
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preference  for  this  group  would  be,  first,  bar  ever  bar,  secondly,  the 
short  segmented  Continental  style,  and  thirdly,  bar  by  bar. 

e)  Volunteer  transcribers  and  private  readers  for  blind  musicians — 
a  snail  group  of  such  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.  This  group,  perhaps  more  than  any  other, 
requires  a  simple  union  style  in  which  it  can  be  given  concentrated  train- 
ing and  which  it  can  employ  in  whatever  transcriptions  it  is  asked  te 
undertake. 

QUESTION  5*  Which  basic  style  affords  the  greatest  convenience  to 
the  average  volunteer  transcriber? 

Consultant's  view:  Many  transcribers,  because  of  the  more  normal 
arrangement  of  bar  over  bar,  might  be  disposed  to  favor  this  style,  espe«-- 
ci&lly  if  modern  writing  machines  are  used.  They  are  called  on  more  often 
to  work  with  elaborate  music  than  with  simpler  works.   This  group  cannot 
be  expected  to  master  the  complexities  of  simultaneous  scoring  as  in  vcr«- 
tfcal  score  and  its  variations.  Neither  can  this  group  be  expected  to  labor 
in  complicated  music  with  the  difficulty  of  arranging  the  score  bar  over 
bar  or  count  over  count,  especially  in  stylus  writing.  Therefore,  the 
choice  for  this  group  would  be  cither  short  segmented  Continental  style 
or  bar  by  bar—preferably  with  bar-numbering  applied  throughout. 

f )  Advanced  students  in  secondary  schools  and  conservatories  and 
professional  blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  others.  This  group,  with  greater  or  lesser 
facility,  can  use  any  style,  provided  the  transcription  is  annotated  to 
explain  the  use  of  style  and  the  direction  of  chord  reading.  This  group 
engages  chiefly  in  memorization,  and  its  chief  need  is  for  definite  con- 
venience in  the  alignment  of  corresponding  parts. 

QUESTION  6.   If  one  style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified,  would 
afford  them  the  greatest  facility  in  memorization? 

Consultant's  view;  Limitation  to  choice  of  only  one  style  for  this 
group  is  extremely  distressing.  We  must  take  into  account  the  recommen- 
dation of  style  made  for  volunteer  transcribers  whose  service  is  so  largely 
relied  on  in  many  countries  by  the  advanced  group.  The  style  to  be  recom- 
mended would  be  either  short  segmented  Continental  style  or  bar  by  bar— with 
bar-numbering  applied  throughout, 

2. 

The  Issue  of  Stylus-Writing  versus  Machine-Writing 

Stylus  writing  will  continue  in  all  parts  of  the  world  indefinitely  by  many 
blind  people  and  by  6ome  transcribers.   There  arc,  indeed,  those  who  prefer 
Btylus  writing,  while  many  cannot  procure  or  afford  writing  machines.  Tab- 
lets (or  slates)  are  quite  usually  limited  in  length  of  line  to  26  or  28 
cell  spaces.  Much  of  the  available  braille  writing  paper  is  cut  to  a  size 
to  accommodate  writing  on  the  short  tablets. 
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The  style3  of  bar  over  bar  and  count  over  count  are  difficult  on  the  tablet, 
especially  for  blind  persons.   The  marginal  bar-numbers  and  hand-signs  far- 
ther shorten  the  line  so  that  parallel  scoring,  particularly  of  elaborate 
music,  cannot  be  recommended  for  stylus  writing.  The  other  basic  styles 
employ  continuous  line  writing,  which  is  essential  on  the  tablet. 

Machine  writing  of  braille  music,  whether  on  hand  writers  or  stereotyping 
machines,  will  increase  throughout  the  world  as  time  goes  on,  thereby  de- 
creasing the  need  for  stylus  writing. 

More  and  more  presses  will  enter  the  music  field  and  more  and  more  volunteer 
transcribers  will  procure  machines.  Already  (and  this  is  most  important) 
printed  or  machine  produced  braille  music  is  read  by  the  vast  majority  of 
braille  readers.  This  majority  will  continue  to  increase. 

All  the  basic  styles  can  be  used  in  machine  writing.  The  styles  which  we 
have  excluded  from  stylus  writing  (bar  over  bar  and  count  over  count)  must 
be  given  their  just  consideration  for  machine  v/riting.   If  it  is  true,  as 
we  have  previously  expressed  the  view,  that  parallel  score  facilitates  read- 
ing for  several  major  groups — and  these  comprising  a  large  majority — a  new 
and  rational  conclusion  may  be  necessary.  We  must  weigh  the  issue  of  de- 
creasing stylus  writing  against  the  issue  of  the  greatest  facility  in 
reading  for  the  greatest  number. 

QUESTION  7.  (a)  Should  the  limitations  of  stylus  writing  influence  the 
choice  of  a  union  style?  That  is  to  say,  should  only  one  style  be  chosen 
for  both  stylus  and  machine  writing  regardless  of  any  consequent  inconven- 
ience in  either  stylus  or  machine  writing?  If  so,  which  style  should  be 
chosen?  (b)  Or  would  it  be  feasible  to  prescribe  a  simple  style  for  stylus 
writing  apart  from,  or  in  addition  to,  the  choice  of  a  more  desirable  style 
for  printing  or  ether  machine  v/riting? 

Consultant's  view:   If  one  union  style  is  to  be  chosen,  it  must 
accommodate  reasonably  the  stylus  writing  of  all  kinds  of  music.  The 
limitations  of  stylus  writing  point  either  to  bar  by  bar  or  the  short- 
segr.cnted  Continental  style.  Either  of  these  styles  should  include  the 
plan  of  bar-numbering  to  facilitate  alignment  of  parts  in  the  one  style 
and  numeral  repeats  in  both  styles.  Many  advanced  readers,  who  find  only 
relative  inconvenience  in  the  use  of  more  than  one  style,  would  probably 
prefer  that  a  simple  style  be  prescribed  for  stylus  writing  without  impos- 
ing unnecessary  restrictions  on  professionally  produced  music,  viz.,  a 
double  choice  of  styles.  This  would  entail,  for  the  second  time  in  our 
present  study,  a  modification  of  the  demand  by  UNESCO  for  one  union  style. 
The  first  such  deviation  was  met  with  in  hand  alternation,  which  we  held  to 
be  a  distinct  and  necessary  supplement  to  any  choice  of  style. 

The  Issue  of  Characteristic  Regional  Music 

It  is  true  at  least  in  part  that  the  several  styles  are  the  results  of 
regional  needs  and  that  these  styles  respectively  should  continue  to  serve 
such  needs.   For  example,  there  is  the  particular  regional  need  of  hundreds 
of  organists  and  teachers  in  Catholic  parishes  in  France  and  Quebec,  There 
is  the  particular  regional  need  of  organists  and  choirmasters  in  other 
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churches,  whose  work  requires  voluminous  memorization.  There  is  the 
characteristic  regional  need  for  teaching  material,  mostly  of  local 
publication,  for  students  in  local  schools  for  the  blind.  There  is  the 
characteristic  regional  need  for  dance  music  of  local  publication^  which 
music  is  sufficiently  scored  for  professional  blind  bandsman  as  melodies 
with  abbreviated  indications  of  harmony. 

We  cannot  escape  recognizing  the  fact  that  braille  music  printed  or  hand 
copied  for  any  one  of  these  characteristic  regional  needs  will  be  used 
almost  exclusively  in  the  region  for  which  it  is  produced.  When,  on 
comparatively  rare  occasions,  such  music  is  called  for  in  other  regions, 
it  will  reach  musicians  of  advanced  ability  who  can  adjust  to  any  style 
without  serious  difficulty. 

QUESTION  8.  Must  the  union  style  replace  the  several  characteristic 
regional  styles?  That  is  to  say:  Should  Catholic  music  and  Anglican  or 
other  church  music  be  written  in  the  same  style?  Should  local  teaching 
material  for  students,  say,  in  German  schools  for  the  blind  be  in  the  same 
style  as  that  for,  cay,  American  schools?  Should  dance  music  be  scored 
in  the  Argentine  as  it  is  in  India? 

Consultant's  view:  A  union  style  should  be  found  and  prescribed  for 
a^  classical  music  which  is  likely  to  have  international  use.   It  is  prob- 
able that  a  proper  emphasis  on  a  union  style  in  the  union  key  would  in  due 
course  of  time  influence  to  a  large  measure  all  regional  usages.   It  is  not 
likely  that  the  union  style  will  be  applied  immediately  to  regional  church 
music,  regional  teaching  material,  or  regional  dance  music. 

4. 

The  Issue  of  Patterns  in  the  Nature  of  Compositions 

Exclusive  of  unmeasured  plainsong  and  certain  modern  compositions  in  free 
rhythm,  there  are  chiefly  four  patterns  of  measured  music: 

a)  Music  consisting  of  comparatively  short  and  equal  bar6  in  all  parts» 

b)  Music  consisting  of  longer  bars  in  one  part  and  shorter  bars  in  the 
other  part  or  parts. 

c)  Music  consisting  of  long  and  involved  bars  in  both  or  all  parts. 

d)  Piano  music  consisting  of  notes,  chords,  or  short  passages  alternated 
between  hands. 

There  are  those  who  will  hold  that  each  of  the  above  patterns  in  the  nature 
of  compositions  suggests  its  own  corresponding  and  best  suited  style  in 
braille. 

QUESTION  9. 
a)  Which  style  is  best  suited  for  music  in  which  bars  are  relatively  short 
and  equal? 


b)  Which  style  for  music  in  which  bars  arc  long  in  one  part  and  chort  in 
the  other  part  or  parts? 

c)  Which  style  for  elaborate  nusic  in  which  bars  are  long  throughout? 

d)  Is  the  pattern  of  hand  alternation  necessary  as  a  supplement  to  any 
union  style? 

e)  The  all-important  question:  Which  style  would  be  best  suited  for  all 
of  the  foregoing  patterns  of  nusic? 

f )  Which  style  is  best  suited  to  score  plainsong  and  modern  music  in 
free  rhythm? 

The  consultant's  conclusions  on  these  questions  and  on  earlier  ques- 
tions related  thereto  must  be  left  open  until  a  full  analysis  can  be  made  of 
answers  received  from  the  total  field.  However,  the  following  views,  already 
expressed,  may  be  summarized* 

1.  A  union  style  of  the  widest  possible  application  must  be  stressed  in 
the  union  key  for  general  use  in  all  music  intended  for  international 
distribution. 

2.  The  convenience  of  bar-numbering  should  be  applied  to  all  basic  styles. 

5.  All  basic  styles  should  be  described  in  the  union  key  as  supplementary 
to  the  union  style  for  particular  purposes. 

4.  Hand  alternation  is  a  necessary  supplement  to  any  style. 

5.  In  all  braille  music,  especially  in  classical  compositions,  all  literary 
parts  (titles,  composers'  names,  publishers,  and  directions)  should  be  in 
uncontracted  braille,  and  the  style  and  direction  of  chord  reading  should  be 
stated  at  the  beginning  of  the  transcription. 

QUESTION  10.  If  music  is  divided  into  segments,  should  the  segments 
coincide  with  the  staves  on  the  ink  page  or  should  they  be  made  according 
to  musical  phrasing? 

QUESTION  11.  What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.  Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  15.  Vhat  modifications  in  any  major  style,  not  suggested  in 
the  foregoing  survey,  are  desirable? 
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PRELIMINARY  WORLD  SURVEY 
OF  BRAILLE  MUSIC 

by 

L.  W«  Rodenberg 
World  Braille  Council  Music  Consultant  for  UNESCO 

Distributed  by  L.  J.  Chard,  Chairman 
Special  Survey  Committee 
Michigan  School  for  the  Blind 
Lansing,  Michigan 

Synopsis 

I.   Purpose 

II.   UNESCO  and  the  World  Braille  Council 

III.   Definition  of  Terms 

IV.   Proposed  Total  Reforms 

V.   Styles:  Their  Origin,  Description  and  Illustration — 

Separate  scoring  of  parts,  Continental  Style 

Simultaneous  scoring,  Vertical  Score 

Part  and  hand  alternation 

Alternate  scoring,  Bar-by-Bar 

Parallel  scoring,  Bar-over-Bar 

Parallel  scoring,  Count-over-Count 

VI.   Issues  Involved  in  the  Choice  among  Four  Basic  Styles — 

The  issue  of  group  averages. 

The  issue  of  stylus-writing  versus  machine-writing. 

The  issue  of  characteristic  regional  music. 

The  issue  of  patterns  in  the  nature  of  compositions. 

Request:  The  Music  Departments  of  all  American  schools  for  the  blind 
that  will  give  their  time  and  thought  to  assist  in  furthering- the  purpose  of  this 
survey  are  earnestly  requested,  at  their  earliest  convenience,  to  send  to 
Mr.  L.  J.  Chard  at  the  address  given  above,  their  answers  to  the  questions 
included  in  the  following  study.  Answers  should  be  by  question  numbers.  If 
participants  in  this  study  should  have  suggestions  to  offer  beyond  the  outline 
of  the  questionnaire,  they  are  urged  to  append  them  to  their  answers. 


I.   Purpose 

The  purpose  of  the  program  and  study  herein  set  forth  is  to  achieve  if 
possible  on  the  world  level  in  the  braille  music  field  a  union  key,  a 
union  style  and  a  union  catalogue. 

II.   UNESCO  and  the  World  Braille  Council 

The  following  is  in  part  the  report  of  the  Consultative  Committee,  pub- 
lished early  in  19^2. 

"The  Executive  Board  of  UNESCO  at  its  28th  session  in  October  1951, 
authorized  the  Director-General  to  establish  provisionally  a  World  Braille 
Council  attached  to  UNESCO  in  the  form  of  an  Advisory  Committee.   The 
Director-General  v.-as  also  authorized  to  summon  a  committee  of  experts  to 
advise  him  on  the  composition  and  the  role  of  the  proposed  Council. 

"The  Consultative  Committee  for  the  creation  of  a  World  Braille  Council 
met  in  Paris  December  10-1?,  !95-»   I"t  •;as  composed  of  fifteen  members 
representing  the  following  countries:   India,  France,  Turkey,  Spain, 
Egypt,  Iraq,  England,  Yugoslavia,  Columbia,  Burma,  Union  of  South  Africa, 
Japan  and  the  United  States. 

"In  the  course  of  its  six  meetings,  the  Committee  prepared  draft  statutes 
of  the  future  V/orld  Braille  Council  for  submission  to  the  Director-General; 
made  suggestions  as  to  methods  of  work  for  the  Council  and  the  tasks  which 
it  should  undertake;  and  suggested  names  of  specialists  on  braille  who 
should  be  invited  to  become  members  of  the  Council. 

"The  Committee  recommended  that  the  V/orld  Braille  Council  program  should 
include  the  follo\;ing  matters*   music  notation;  mathematical  and  science 
symbols;  the  compilation  of  ar.  international  catalogue;  the  establish- 
ment of  regional  councils  to  deal,  amongst  other  matters,  with  contracted 
braille;  and  assistance  in  the  continuation  and  coordination  of  uniform 
braille  systems  for  the  African  and  South-East  Asian  languages.   Consider- 
ing that  the  principle  of  the  braille  script  is  to  reflect  as  far  ae 
possible  the  alphabet  and  orthography  as  used  by  the  sighted  for  a  par- 
ticular language,  the  Committee  divided  the  world  languages  into  eight 
zones.  .  .  . 

"The  Committee  proposed  that  the  composition  of  the  first  V/orld  Braille 
Council  should  be  of  six  members  representing  the  various  langus-gc  zones, 
and  three  members  chosen  as  specialists  o.vA   technicians.   The  following 
names  were  suggested  to  the  Director-General  of  UNESCO  by  the  Committee 
and  have  been  accepted  and  approved  as  the  membership  of  the  first  World 
Braille  Council; 

V.r .   John  Jarvis,  National  Institute  for  the  Blind,  London,  England 

Sr.  J.  Pardo  Ospina,  Fcderacion  Nacional  do  Ciegos,  Bogota,  Columbia 

Mr.  Lai  Advani,  Ministry  of  Education,  New  Delhi,  India 

Mr.  Saycd  Abdel  Fat t ah,  Cairo,  Egypt 

Professor  Li  Faa  Kuei,  (Chinese,  Japanese  and  Korean  zones) 
Washington  University,  Seattle 
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Mr.  John  Wilson,  London,  England 

Mr.  L.  '.. .  Rodenberg,  Illinois  School  for  the  Blind, 

Jacksonville,  Illinois 

Mr.  Pierre  Henri,  Paris,  France 

Sir  Olutha  Mackenzie,  Auckland^  New  Zealand 

"It  v/as  the  expressed  hope  of  the  Cotnirittee  that  the  Director-General  of 
UNESCO  would  soon  convene  the  membere  of  the  World  Braille  Council  and 
begin  the  important  international  v;ork  of  this  group.   ^  v,'as  recommended 
in  the  statutes  that  the  Council  should  meet  at  least  once  every  five 
years." 

No  meetings  of  the  World  Braille  Council  hive  been  called,  and  the  only 
official  action  taken  by  it  has  been  the  choice  by   correspondence  of  Sir 
Clutha  Mackenzie  as  chairman,  and  Mr.  Pierre  Henri  and  Mr.  John  Jarvis 
as  joint  vice-chairman. 

In  the  fall  of  1952  ^c  Director  of  the  Department  of  Mass  Communications 
of  UNP]SC0  requested  L.  '»;.  Rodenberg  (the  writer  of  this  survey)  to  accept 
the  assignment  as  World  Braille  Council  Music  Consultant  to  prepare  a 
world  survey  of  the  music  field.   This  assignment  is  to  be  completed  by 
the  end  of  August,  195?«   In  the  event  that  arrangements  can  be  effected 
successfully,  a  conference  '-all  be  sponsored  either  by  UNZSCO  or  by  the 
World  Council  for  the  Welfare  of  the  Blind  in  19^4  for  the  purpose  of 
reaching  international  agreements  on  a  union  notitional  text  including 
styles,  and  problems  of  union  cataloguing  and  distribution. 


III.   Definition  of  Terms 

Union  Key;   A  revision  of  the  international  music  manual  to  include  all 
symbols  and,  if  possible,  a  union  style. 

Style ;   The  pattern  or  method  of  arranging  the  musical  score  on  the  braille 

page. 

Union  Style:   One  of  the  existing  styles,  or  modification  thereof,  to  be 

universally  accepted. 

Bar:   a  measure  in  the  rhythm,  of  a  composition. 

Count:   A  rhythmical  division  of  a  bar. 

Part:   The  notec  for  one  voice  or  for  a  single-toned  instrument,  or  the 
notes  for  either  hand  or  the  pedals  in  piano  and  organ  music. 

Segment ;  One  bar,  or  more  often  several  bars,  in  the  braille  copy, 
written  as  a  separate  subdivision  or  "paragraph"  of  a 
composition. 

Bar-Numbering:   The  designation  of  the  bars  of  a  composition  or  major 

division  thereof  by  consecutive  numbers.   The  tran- 
scriber pencils  the  numbers  lbovc  or  be  low  the  bars  on 
the  print  copy,  beginning  with  "1"  for  the  first  full 
bar,  or  "0"  for  a  partial  bar  beginning  the  composition. 
Endings  arc  included  in  the  sequence  of  numbering. 


Margin  Number:   A  bar  number  standing  at  the  head  of  a  segment  usually 

projecting  at  the  loft  margin. 


Numeral  Repeats 


The  repetition  of  a  bar  excepting  a  last  preceding  bar, 
by  writing  +hc  bar-number  in  the  lower  level  after 
the  numeral  prefix;  or  the  repetition  of  two  or  more 
bars  by  writing  the  bar-numbero  of  the  first  and  last 
bars  together. 

Stylus  Writing;     Kand-writing  with  a   stylus  on  the   ordinary  "slate"   or 

"tablet." 

Machine  ','riting;  Writing  on  a  braille  "typewriter"  or  on  a  stereotyping 

machine,  on  which  the  written  matter  is  "visible." 

Hand  Transcribers;   An  individual  copyist,  either  a  blind  musician  or  a 

seeing  volunteer  copyist. 

Embosser:   One  who  prepare?  plates  for  printing. 

Catalogue:  A  formal  list  of  available  compositions  cither  hand-copied 

or  printed,  for  general  distribution. 


IV.   Proposed  Total  Reforms 

Wide  reforms  in  braille  music  notation  have  been  proposed  from  time  to  time 
which  would  annul  all  existing  catalogues.  Bon  Gabriel  Abreu  of  Madrid, 
Spain,  in  18^5  attempted  to  establish  the  use  of  a  special  braille  music 
cell  of  eight  points,  arranged  two  wide  and  four  high.  Alejandro  Meza  of 
Mexico  in  1925  first  proposed  the  writing  of  chords  as  note-heads  dropped 
to  the  lower  level,  which  would  have  required  the  interchange  of  meanings 
of  at  least  fourteen  of  the  basic  signs. 

More  recently,  and  of  challenging  value,  a  most  sweeping  reform  known  as 
the  "Uniform  Note  System"  was  brought  out  by  Paul  T.  Kayhew  of  London 
(194-9)  t    who  was  for  many  years  director  of  music  transcription  at  the 
National  Institute  for  the  Blind.   A  key,  entitled  "Uniform  Note  System", 
fully  treating  all  phases  of  notation  in  the  integrated  principles  of  the 
reform,  was  published  by  the  National  Institute  for  the  Blind,  Great  Port- 
land Street,  London,  England,  in  1951 •   In  his  foreword  to  this  book, 
Sinclair  Logan,  Secretary  of  the  Music  Department  of  the  N.I.B.  wrote  in 
part:   "In  conclusion,  I  would  remind  those  who  read  this  book  that,  two 
years  ago,  a  committee  of  experts  representing  all  facets  of  the  musical 
profession,  .  .  .  met  and  held  a  critical  discussion  of  the  same,  in  the 
Dresence  of  Mr.  Mayhcv;  himself.   At  the  close  of  the  discussion  the 
'"Uniform  Note  System'  was  unanimously  declared  to  be  'far  and  away  in  ad- 
vance of  the  existing  method'." 

Shortly  following  the  first  announcement  of  this  system,  a  digest  thereof 
with  a  questionnaire  was  made  at  the  Illinois  School  for  the  Blind  end 
distributed  to  a  considerable  number  of  persons  in  the  United  States  and 
Canada.   Later  an  analysis  of  answers  to  the  questionnaire  was  prepared 
and  distributed  to  participants  in  the  study.   At  the  meeting  of  the  Mid- 
western Music  Teachers  Section  of  the  American  association  of  Instructors 
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for  the  Blind,  held  in  the  fall  of  1951  at  the  Missouri  School  for  the 
Blind  in  St.  Louis,  the  purposes  and  advantages  of  the  reform  system  were 
presented. 

Space  will  here  permit  mention  of  only  a  few  of  the  central  ideas  of  the 
Mayhow  reform.  To  obviate  the  "mental  ntrain"  for  beginners  which  the 
arbitrary  signs  of  ordinary  music-braille  impose,  Mr.  Mayhew  uses  the 
alphabetic  letters,  "a  b  c  d  e  f  g"  for  quarter  notes  (crotchets).   Other 
note  values  are  derived,  as  in  the  present  notation,  by  the  addition  of 
lov.'cr  points.   Interval  signs  for  chords  arc  not  used,  but  instead,  the 
intervals  arc  represented  as  actual  letter  note-heads  dropped  to  the  lower 
cell.   These  interval-notes  arc  read  downward  in  the  treble. 

Since  the  designation  of  notes  as  alphabetic  letters  decs  not  prevail  in 
certain  countries,  the  advantage  of  the  letter-notes  may  not  be  recognized 
universally. 

In  weighing  the  valu_  of  the  Uniform  Note  System,  we  muct  in  the  main  bal- 
ance against  each  other  two  fundamental  issues?   (l)  the  seriousness  of 
difficulty  for  beginners  in  learning  and  applying  seven  arbitrary  signs 
for  notes  and  seven  arbitrary  signs  for  intervals;  and  (2)  the  seriousness 
of  cost  in  time  and  effort  involved  in  sacrificing  all  existing  catalogues. 
The  sacrifice  would  affect  upwards  of  200,000  stereotyped  plates,  whose- 
replaccment  cost  would  probably  reach  a  million  dollars  and  would  require 
many  years  of  painstaking  labor.   The  estimate  does  not  include  the  value 
of  tens  of  thousands  of  hand-copied  transcriptions.   Mention  must  also  be 
made  of  the  interim  of  confusion  which  would  be  imposed  on  readers,  es- 
pecially teachers. 

The  questionnaire  referred  to  above  revealc-d  that  the  great  majority  of 
thoee  who  engaged  in  the  study  considered  the  second  issue  (sacrifice)  to 
be  more  serious  than  the  first  (the  claimed  ^mental  strain"  for  beginners). 
The  St.  Louis  meeting,  also  mentioned  above,  which  consisted  of  teachers  of 
the  blind  in  the  middlewest,  voted  unanimously  to  go  on  record  as  opposing 
the  Mayhew  reform. 

It  is  interesting  to  note  that  a  similar  situation  exists  in  the  world  of 
ink-printed  music,  in  which  there  is  a  retention  of  archaic  symbols  which 
are  even  more  irrational  than  anything  in  the  braille  system.   Suggested 
reforms  in  print  usage  have  been  waived  consistently  in  favor  of  the  ac- 
cepted value  of  vast  accumulations  of  publications.   A  conservative  atti- 
tude, similar  to  this,  is  to  be  encountered  in  the  braille  world. 

However,  the  English-speaking  world  and  ceantrics  having  languages  of 
Teutonic  origin,  which  together  represent  an  'appreciable  portion  cf  the 
world's  braille  music  readers,  may  not  wish  to  dismiss  i^ic  Mayhew  reform 
summarily.   I  do  not  know  at  this  writing  what  is  the  extent  of  support  for 
the  reform  in  Great  Britain  outside  the  immediate  following  which  so  far 
has  gathered  about  Mr.  Mayhew.   Mer  can  I  foresee  how  wide  would  be  any 
interest  in  the  reform  if  a  systematic  study  thereof  were  proposed  in  all 
the  countries  employing  literal  nomenclature.   And  as  regards  the  reaction 
to  the  reform  in  America,  I  make  no  claim  to  having  covered  the  subject  or 
the  field  adequately.   The  study  which  I  conducted  was  made  by  a  group  of 
apDroximatcly  one  hundred  teachers  and  other  musicians.   My  questionnaire 
discovered  little  if  any  real  enthusiasm  in  Bupport  of  the  total  reform: — 
so  little,  in  fact,  that  courage  is  wanting  for  me  and  probably  for  ethers 
to  shoulder  further  and  wider  study. 


Nevertheless  the  questionnaire  disclosed  a  willingness  on  the  part  of  a  few 
teachers  in  schools  for  the  blind  to  test  with  their  beginning  students  the 
proposed  system,  provided  satisfactory  teaching  material  were  forthcoming 
from  London. 

Indeed,  the  latter  suggestion  points  to  the  fact  that  experimentation  on  a 
wide  scale,  supported  from  London,  is  the  only  conceivable  way  that  the  re- 
form might  be  advanced.   Such  experimentation  cannot  be  included  or  conclud- 
ed within  the  time  limit  set  by  UNESCO  for  international  agreement  under  the 
present  schedule,   Without  such  experimentation,  or  at  least  without  much 
more  experience,  with  the  system,  the  world  cannot  be  expected  to  make  a 
forthright  adoption  of  the  reform.   If  the  world  can  be  oriented  thereto 
eventually,  such  an  eventuality  must  be  left  to  a  future  schedule  of  effort. 
Therefore,  as World  Braille  Council  Music  Consultant,  I  must  be  guided  by 
the  principle  that  no  total  reform  nor  even  any  change  in  code  or  style  should 
be  adopted  that  would  destroy  existing  catalogues. 

V.   Styles;   Their  Origin,  Description  and  Illustration 

Louis  Braille  applied  his  newly  created  notes  first  to  Gregorian  Chant  of 
the  Roman  Catholic  Church,  in  which  he  had  early  training  and  with  which  he 
had  life-long  concern  as  a  teacher  and  church  organist.   Unlike  modern  music, 
Gregorian  Chant  flows  not  in  rhythmic  bare  but  in  phrases.   Possibly,  there- 
fore, Louis  Braille's  scoring  of  keyboard  parts  in  phrases  was  natural  and 
seemingly  necessary.   Hu  used  the  abbreviations  "m.d."  and  "m.g."  for  the 
French  words  "main  droite"  and  "main  gauche"  (right  hand  and  left  hand)  at 
the  indented  beginnings  of  alternated  phrases.   His  consistency  led  him  to 
adapt  the  same  plan  to  secular  music,  and  this  plan  was  long  accepted  as 
orthodox  after  the  braille  system  crossed  French  frontiers  into  other  lands. 
This  style  still  prevails  throughout  Europe  in  one  form  or  ether;  and  even 
in  America  its  use  continues  to  some  degree -not  so  much  because  of  pref- 
erence for  it,  but  because  much  valuable  music  thus  printed  is  not  other- 
wise available.   We  shall  hereafter  refer  to  the  "m.d."  "m.g."  arrangement 
as  the  "Continental  rtyle".   Although  the  newer  styles  are  generally  favored, 
the  Continental  style  still  has  many  advocates,  especially  for  ballads, 
hymns,  and  ether  melodic  music,  perhaps  because  of  the  downward  reading  of 
chords  in  the  treble.   Originally  in  the  Contin  ntal  style,  segments  were 
numbered  consecutively  in  the  right  hand  part.   IJ-.ever,  in  the  following 
illustration,  the  newer  right  and  left  hand  signs  (4-6,  J5-4-5  ari^  4-5-6", 
5-4-5)  arc  used. 

In  recent  usage,  to  aid  blind  teachers  of  the  seeing,  the  ink-print  pagina- 
tion is  shewn  by  placing  the  print  page  number  or  numbers  in  the  lowest 
line  and  by  placing  the  sign  5  2-5  between  spaces  where  a  new  print  page 
begins. 

The  following  excerpt  is  taken  from  a  transcription  made  in  Paris  in  1952* 
Because  smaller  pages  are  generally  used  in  French  transcriptions,  the  size 
of  page  (22  lines  \.aC    2d   spaces)  is  here  reproduced.   Intervals  are  read 
downward  in  the  treble  xnd  upward  in  the  bass.   The  consecutive  segment 
numbers  are  in  the  lower  part  of  the  cell. 

(Sec  Illustration  1  in  accompanying  braille  pamphlet.) 

-6- 


Conoultant ' c  Suggestion  for  Improving 
the  Continental  Style 

The  following  illustration  presents  an  entirely  now  pattern.   Intervals 
are  read  upward  throughout.  Octave  marks  begin,  all  bar" .   Bar-numbering 

is  applied  throughout  and  repeats,  excepting  a  last  bar  repeat,  are  made 
by  the  use  of  bar-number c.  Every  segr  e-nt  of  right  hand  begins  with  the 
bar-number  of  its  first  bar,  being  placed  with  numeral  prefix  at  the  left 
margin.   Bar-numbers  v;ithout  numeral  prefixes  stand  between  spaces  before 
all  inner  bars.   The  sign  for  left  hand  stands  at  the  left  margin  before 
the  first  bar  for  left  hand  in  every  segment.   If  the  segment  for  either 
hand-Dart  requires  more  than  one  braille  line,  the  second  and  lower  lines 
are  indented  twe  spaces,  '/hen,  at  the  end  of  any  line  of  braille  there 
would  be  space  for  only  a  bar-number,  it  is  placed  at  the  beginning  of  the 
next  line.   Segments  should  contain  fro:.-  four  to  eight  bars  and  should  be 
made  at  natural  divisions,  except  when  it  is  desirable  to  show  the  ink-print 
pagination.   In  the  latter  event,  the  print  page  number  or  numbers  stand  in 
the  lowest  line  of  the  braille  page.   In  such  transcriptions  the  segments  are 
made  to  coincide  with  the  staves  in  print.   The  number  of  the  stave,  without 
numeral  prefix,  stands  before  the  marginal  sign  for  left  hand.   In  organ 
music  the  segment  for  the  pedals,  introduced  at  the  margin  by  the  sign 
4-5  5-4-5,  follows  the  segment  for  left  hand. 

(See  Illustration  2  in  accompanying  braille  pamphlet.) 

The  difficulty  of  aligning  hand-parts  in  the  Continental  style,  especially 
in  elaborate  modern  music,  early  distressed  many  blind  musicians.   Complaints 
began  to  be  voiced  here  and  there,  and  in   1908,  Mr.  E.  E  .  Piatt  of  England 
inaugurated  a  movement  for  general  improvement  in  braille  music  through  his 
forceful  paper  entitled  "Music  for  the  Blind  ac  a  Recreation,  Education  and 
Profession"  which  he  read  at  the  Manchester  Conference.   Suggestions  for 
improvement  began  to  be  worked  out,  come  coming  from  France  and  Germany. 
International  correspondence  was  interrupted  by  World  War  I,  but  studies 
continued  in  England.   In  1917  a  pamphlet,  "Additions  to  Braille  Iviueic 
Notation",  was  published  in  London  announcing  the  styles  of  vertical  score 
and  bar  by  bar. 

In  vertical  score,  as  the  terms  suggests,  the  simultaneous  scoring  of  all 

parts  is  upward  from  the  bass,  either  as  full  chords  or  as  part-bar  sec- 
tions and  in-accerde.   In  this  style  the  reading  finger  comprehends  the 
tots.1  score,  so  that  "sight  reading"  and  memorization  are  often  greatly 
facilitated.   In  Great  Britain  this  style  has  been  much  used  for  hymns  and 
choral  arrangements.   In  elaborate  music  this  style  often  affords  (if  skill- 
fully treated)  a  clear  way  of  representing  the  ecore.   The  composition  is 
divided  into  segments  which  ore  numbered  consecutively. 

(Sec  Illustration  5  i^  accompanying  braille  pamphlet.) 

a)  Hymn 

b)  Piano 

******** 
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Frequently  in  compo  sit  ions  for  piano,  the  hande  alternate  in  playing  notes, 
chords;,  or  broken  arpeggios  and  other  passages.   Such  music  is  most  clearly 
written  in  braille  by  alternating  the  hand-parts  (as  they  arc  played)  in 
the  same  continuous  line.   Hand-signs,  each  followed  by  the  appropriate 
octavo  mark,  are  placed  before  the  notes,  chords,  or  parts  of  broken 
passages  as  required.   When  the  pattern  has  been  clearly  set,  and  if  it 
continues,  the  word  "simile"  or  its  abbreviation  dismisses  the  use  of  hand 
and  octave  signs  until  the  pattern  changes,  when  the  reappearance  of  hand- 
signs  will  make  the  intention  clear.   If  in  such  music  there  arc  sustained 
notes,  thece  arc  written  as  stem-signs  or  in-acccrdc. 

If  the  hand  alternation  style  is  not  used,  the  transcriber  is  obliged  to 
substitute  restc:  in  the  separate  bars.   Almost  always  the  latter  plan  im- 
poses a  hardship  on  the  reader.   Hand  alternation,  therefore,  should  be 
considered  a  basic  style,  to  be  employed  when  required,  as  a  supplement  to, 
or  variation  of,  any  other  style.   This  style,  unnamed,  was  described  by  it: 
British  inventors  in  1917  as  a  variation  of  vertical  score.  However, 
alternation  quite  frequently  has  no  relationship  with  the  fundament el 
principle  of  vertical  2Core  and  should  be  considered  as  a  distinct  style. 
If  there  is  to  be  a  union  style,  it  must  permit  the  employment  of  hand 
alternation  on  occasion, 

(See  Illustration  k    in  accompanying  braille  pamphlet.) 

a)  Primary  Piano 

b)  Organ 

c)  Piano,  more  difficult. 


******** 

In  the  style  of  bar  by  bar,  the  first  bar  for  left  hand  is  followed  after 
a  space  by  the  first  bar  for  right  hand;  in  organ  music  the  bar  for  pedals 
stands  first  in  order,  preceding  the  bar  for  left  hand.   The  bar-line, 
points  1-2-5,  between  spaces  follows  the  bar  for  right  hand.   The  signs 
for  the  pedals,  left  hand,  and  right  hand  (4-5  y-4-5>  4— 5~6  5~^~?j  4-6 
5-4—5)  arc  written  only  in  the  first  bar.   The  second  bar  and  succeeding 
bars  follow  with  the  parts  in  similar  order.   The  pitch  or  octave  is  marked 
at  the  beginning  of  each  bar  in  all  pe^rts.   At  any  point  the  style  may  be 
altered  into  vertical  sec  re  or  hand  alternation  if  the  score  so  requires. 
Bar  by  bar  has  been  used  extensively  in  Great  Britain  and  to  a  limited 
extent  in  some  other  countries. 

The  following  illustration  is  copied  from  a  transcription  made  at  the 
National  Institute  for  the  Blind,  London,  in  194-2.   Segments  coincide 

with  the  staves  on  the  ink-print  sag-:  and  the  print  page  and  stave  num- 
bers are  shown  in  parentheses  at  the  beginning';  of  segments.   Thic.  ar- 
rangement is  of  great  service  to  blind  teachers  of  seeing  pupils  and, 
besides,  obviates  the  need  for  other  markings  of  segments, 

(See  Illustration  5  in  accompanying  braille  pamphlet.) 


******** 
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Consultant's  Suggestion  for  Modifying 
Bar  by  Bar 

Segments  of  from  four  to  eight  bar-  should  be  made  whenever  possible  accord- 
ing tc  musical  phrasing  or  rhythmical  division  instead  of  coinciding  with 
lines  or  staves  on  the  print  copy.   However,  at  the  indented  beginnings  of 
such  segments  the  print  pagination  should  be-  shown — the  page,  the  line  en 
the  page,  and  the  bar  in  the  stave  which  begins  the  segment.   This  will 
suffice  for' the  blind  teacher  tc  direct  his  seeing  pupil  tc  positions  on 
the  srint  copy.   Bar-numbers  without  prefixes  should  stand  between  spaces 
before  all  bore  after  the  bar-line,  the  cipher  indicating  a  partial  bar 
when  such  begins  the  piece.   Distant  repeats  should  be  indicated  by  the 
use  of  bar-numbers. 

(See  Illustration  6  in  accompanying  braille  pamphlet.) 

******** 

Shortly  after  1917s  when  information  of  the  new  British  stylos  reached  the 
United  States,  it  inspired  an  experiment  in  these  and  related  patterns. 
Fourteen  variations  resulted,  which  were  printed  and  distributed  for  study, 
one  of  the  variations — which  was  actually  bar  by  bar  in  parcllel  scurc  with 
measure-numbering — received  almost  unanimous  preference,  and  is  now  called 
bar  over  bar.   While  many  vocal  and  instrumental  ensembles  may  be  written 
to  advantage  in  bar  over  bar,  this  style  has  been  used  chiefly  in  piano 
music  printed  in  the  United  States.   The  192?  Key  to  Braille  Music  Notation, 
authorized  for  use  in  the  United  States,  indicated  this  style  for  use  when- 
ever the  nature  of  compositions  permits,  but  the  key  also  indicated  other 
styles  for  compositions  of  exceptional  difficulty. 

In  bar  by  bar,  parallels  of  two  lines  are  used  for  piano  and  three  lines 
for  organ.   Corresponding  bars  begin  in  the  same  vertical  space  in  the 
parallel.   An  octave  mark  begins  ever;/  bar.   The  line  for  right  hand  be- 
gins with  the  bar  number  of  the  first  full  bar  in  the  parallel.   The 
margin  number  is  followed  clcse-up  by  the  sign  for  right  hand,  and  the  cign 
for  left  hand  stands  under  that  for  the  right  hand*   Thus,  the  hand  signs 
form  a  column  with  projecting  numbers  to  guide  the  fingers,  and  against 
this  framework  the  music  is  laid  cut  on  the  page,  resembling  the  parallels 
of  staves  on  the  print  copy.   When  bars  are  incomplete  at  the  cnd.c    of 
parallels,  the  barr-  for  right  and  left  hand  are  broken  at  corresponding 
points  if  possible.   Repeats  of  distant  bare  are  indicated  by  the  use  of 
bar  numbers, 

(See  Illustration  7  in  the  accompanying  braille  pamphlet.) 

******** 

When  it  is  desirable  to  show  the  print  pagination  in  bar  over  bar,  the  print 
page  number  should  stand  at  the  center  or  right  of  the  lowest  line  on  the 
braille  page.   If  the  braille  page  includes  sore  than  one  print  page,  the 
print  page  nurbers  should  stand  together  without  a  space.   In  braille  a  new 
parallel  should  be  taken  at  the  beginning  of  every  new  stave  in  print,  and 
the  number  of  the  stave,  without  numeral  prefix,  should  stand  close-up  be- 
fore the  marginal  left  hand  cign  in  only  the  first  braille  parallel  of  the 
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stave.   Long  repeats  may  be  broken  to  show  the  staves. 
(See  Illustration  8  in  the  accompanying  braille  pamphlet.) 


******** 

The  following  illustration  presents  the  adaptation  of  bar  over  bar  in 
studies  and  pieces  for  piano  forte  examinations  as  printed  at  the  National 
Institute  for  the  Blind,  London.  The  ink-print  pagination  ie  shewn  in  the 
free  lines  between  parallels  above  the  bars.   Bar-numbering  is  not  employed, 

(Sec  Illustration  9  in  the  accompanying  braille  pamphlet.) 

******** 

A  variation  of  bar  over  bar,  called  count  over  count,  may  be  used  for 
elaborate  piano  music  when  the  bars  require  more  than  a  line  of  braille. 
The  shorter  part  is  broken  between  counts  by  the  music  "hyphen"  (point  5)» 
and  the  following  coi^.nt  begins  in  the  sane  vertical  space  in  the  parallel 
as  the  longer  part.   V/hen  an  incomplete  bar  continues  in  the  next  parallel 
and  eccupies  all  of  the  parallel,  "continuation  dots"  (point  6)  arc  placed 
befcrc  the  right  hand  line  to  replace  the  marginal  bar-number,   while 
count  ever  count  requires  more  space,  it  presents  a  clear  relationship 
between  hand-parts  without  the  encumbrance  of  bar-sections  and  short 
in-accords,  although  the  latter  may  occasionally  be  necessary  in  either 
or  both  parts.   The  advantages  of  bar  over  bar  ?i.nd   count  over  count  arc 
(l)  that  either  part  may  be  read  continuously  to  any  desired  length,  (2) 
that  corresponding  parts  may  be  collated  at  any  point,   (5)  that  the 
reader  can  quickly  find  his  position,  and  (4)  that  repeats  with  or  with- 
out changes  of  markings  can  be  made  with  the  greatest  facility  and 
clarity.   The  disadvantages  are  (l)  that  more  space  is  required,  with  a 
consequent  increase  in  cost,  and  (2)  that  in  elaborate  compositions  more 
skill,  patience,  and  time  are  required  of  the  embosser  to  effect  a  neat 
score. 

(See  Illustrations  10  and  11  in  the  accompanying  braille  pamphlet. ) 

******** 

Other  patterns  than  those  described  and  illustrated  in  this  survey  have 
been  devised  and  used  more  or  less  extensively.   These  other  styles  have 
not  been  included  because,  in  the  consultant's  -judgment,  they  present 
difficulties  tc  the  reader  or  to  the  transcriber  which  would  probably 
exclude  them  from  consideration  in  choosing  a  union  style. 

Of  specie.l  note  among  these  other  styles  is  one  devised  by  M.  Remy  Clavcrs 
of  Paris  and  included  in  the  1929  international  key.   The  Clavers  method 
presents  a  division  of  the  braille  page,  the  upper  half  consisting  of 
segments  for  the  right  hand  (coinciding  with  the  print  staves),  and  the 
lower  half  consisting  of  the  corresponding  segments  fcr  the  left  hand. 
.'ai  ingenious  plan  of  rarkings  indicates  the  ink  page  and  stave  numbering. 
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When  the  print  page  is  not  completed  on  the  braille  page,  the  following 
braille  page  cr  part  thereof  is  similarly  divided.  The  chief  objection 
to  this  nethod  is  that  the  transcriber  is  compelled  to  make  a  preliminary 

copy  with  the  left-hand  lines  in  inverted  order,  so  that  when  the  finished 
copy  is  being  made,  the  proper  division  of  the  page  can  be  effected  by 
reversing  the  lines. 

/mother  method,  not  illustrated  herein,  consists  of  separate  scoring  of 
hand  parts,  with  bar-numbers  standing  at  the  left  margin  in  a  column 
separated  from  the  cusie  by  a  free  space.   Distant  repeats  arc  indicated, 
as  in  b.ar  over  bar  by   "*«;  use   o"P  ba.r-«uuma"  re. 


******  *  * 

************ 

******** 


VI »  Choice  among  Four  Basic  Styles 

In  the  preceding  section,  we  have  presented  six  styles  in  the  forms  in 
which  they  are  now  used  locally.   Several  other  variations  of  styles  have 
not  been  included.   Basically  there  are  only  four  stylus  in  which  measured 
polyphonic  rusic  can  be  scored.   Stripped  of  their  local  elaborations,  the 
four  basic  styles  arc: 

1,  Separate  scoring  of  each  part  throughout  the  composition,  as  in  en- 
sembles for  group  reading,  or  as  in  some  earlier  oiano  irusic  in 
braille. 

2.  Simultaneous  scoring  of  parts,  as  in  vertical  score  and  the  hand 
alternation  style. 

5.   Alternate  scoring  of  parts,  bar  by  bar. 

4.   Parallel  scoring  of  parts,  bar  over  bar  or  count  over  count. 

If,  new,  we  are  to  attempt  to  find  a  union  style,  we  must  weigh  the  value 
of  each  of  the  four  basic  styles  in  the  light  of  its  eerviceablencss  to  the 
average  of  all  readers,  _nd  in  the  light  of  its  convenience  to  the  average 
of  all  transcribers.   When  our  study  has  been  completed 

a)  we  will  have  chosen  one  of  the  basic  styles  in  its  current  elaboration 
as  satisfactory  for  all  music;  or, 

b)  wc  will  have  chosen  one  of  the  current  styles  for  the  greater  area  of 
use,  while  recommending  other  styles  for  specific  areas  of  use — which  com- 
promise is  not  the  present  view  taken  by  UNESCO;  or, 

c)  wc  will  have  created  a  new  format  for  general  use  by  combining  desir- 
able features  of  two  or  more  of  the  basic  styles. 

In  any  event,  existing  catalogues  will  not  be  annulled. 

In  pursuing  our  study,  we  rust  face  squarely  the  actual  facts,  needs  and 
circumstances  which  surround  the  reading,  the  writing,  and  the  printing  of 
braille  music.   One  by  one  the  cardinal  facte,  needs  and  circumstances  must 
be  isolated,  interrogated  and  judged.   From  our  total  judgments  (if  earnestly 
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and  impartially  concluded)  there  will  emerge  a  rational  solution  of  a 
universally  vexing  problem.   Following  arc  the  major  issues: 

1. 
The  Issue  of  Group  Averages 

\:e   must  be  guided  by  the  ethical  principle  which  demands  the  greatest  good 
for  the  greatest  number.   Therefore,  in  choosing  a  union  style,  the  average 
or  middle  level  of  both  readers  and  transcribers  is  of  primary  importance. 
The  chief  groups,  whose  averages  of  need  and  ability  must  be  considered,  are 
these: 

a)  Children  in  residential  and  day  schools  for  the  blind  throughout 
the  world.   They  constitute  by  far  the  largest  single  group. 

QUESTION  i.   Which  basic  style  would  afford  this  group  the  greatest 
facility  in  reading? 

Consultant's  view:   First,  bar  ever  bar  or  some  modification  thereof, 
or  secondly,  the  short  segmented  Continental  style  v/ith  bar  numbering 
applied  throughout. 

b)  Blind  teachers  of  either  blind  or  seeing  children — the  second 
largest  group.   The  first  need  of  this  group  is  for  a  style  which  affords 
rapid  reading  of  any  part  without  prior  memorization  and  which  easily  re- 
veals the  structure  of  an  unfamiliar  composition. 

QUESTION  2.   Uhich  style  would  afford  this  group  the  greatest  facility 
in  reading? 

Consultant's  view:   The  same  as  for  Question  1, 

c)  Seeing  teachers  of  blind  children  (often  newcomers  in  the  field) 
whether  in  or  outside  schools  or  classes  for  the  blind — a  small  group  but 
important  because  of  its  influence.   The  need  of  this  group  is  for  a  braille 
style  which  affords  a  normal  appearance  and  a  ready  alignment  between  the 
braille  and  printed  copies-* 

QUESTION  J.   Which  style  would  give  this  group  the  greatest  accommo- 
dation? 

Consultant's  view:   The  same  as  for  Questions  1  and  2. 

d)  Amateur  musicians  and  newly  blinded  adults,  interested  chiefly  in 
hymns,  ballads,  and  other  simple  music.   The  need  of  this  group  is  for  a 
stylo  which  has  the  simplest  and  most  normal  arrangement. 

QUESTION  4.   Which  style  would  be  most  likely  to  afford  this  group 
the  greatest  facility  in  reading? 

Consultant's  view:   Amateur  musician-:  are  quite  likely  tc  engage  in 
slow  memorization  rather  than  in  rapid  reading.   The  melodies  of  hymns  and 
ballads  are  often  of  first  interest  to  them.   Melodies  Bhould  be  scored 
separately  above  the  instrumental  arrangement.   Styles  in  their  order  cf 
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preference  for  this  group  would  bo,  first,  bar  over  bar,  secondly,  the 
short  segmented  Continental  style,  and  thirdly,  bar  by  bar. 

e)  Volunteer  transcribers  and  private  readers  for  blind  musicians — 
a  sr.all  group  of  ouch  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.   This  group,  perhaps  more  than  any  other, 
requires  a  simple  union  style  in  which  it  can  be  given  concentrated  train- 
ing and  which  it  can  employ  in  whatever  transcriptions  it  is  asked  to 
undertake. 

QUESTION  5»   Which  basic  stylo  affords  the  greatest  convenience  tc 
the  average  volunteer  transcriber? 

Consultant's  view?  Kany  transcribers,  because  of  the  more  normal 
arrangement  of  bar  over  bar,  might  bo  disposed  to  favor  this  style,  cspe— ■ 
cially  if  modern  writing  machines  are  used.   They  are  called  on  more  often 
to  work  with  elaborate  music  than  with  simpler  works.   This  group  cannot 
bo  expected  to  master  the  complexities  of  simultaneous  scoring  as  in  vor- ~ 
tScal  score  and  its  variations.   Neither  can  this  group  be  expected  tc  labor 
in  complicated  music  with  the  difficulty  of  arranging  the  score  bar  over 
bar  or  count  over  count,  especially  in  stylus  writing.   Therefore,  the 
choice  for  this  group  would  bo  either  short  segmented  Continental  style 
or  bar  by  bar— preferably  with  bar-numbering  applied  throughout. 

f )  Advanced  students  in  secondary  schools  and  conservatories  and 
professional  blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  others.   This  group,  with  greater  or  lesser 
facility,  can  use  any  style,  provided  the  transcription  is  annotated  to 
explain  the  use  of  style  and  the  direction  of  chord  reading.   This  group 
engages  chiefly  in  memorization,  .and  its  chief  need  is  for  definite  con- 
venience in  the  alignment  of  corresponding  parts. 

QUESTION  6.   If  one  style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified,  would 
afford  them  the  greatest  facility  in  memorization? 

Consultant's  view:   Limitation  to  choice  of  only  one  style  for  this 
group  is  extremely  distressing.   Ue  must  take  into  account  the  recommen- 
dation of  stylo  made  for  volunteer  transcribers  whose  service  is  so  largely 
relied  on  in  many  countries  by  the  advanced  group.   The  style  to  be  recom- 
mended would  be  either  short  segmented  Continental  style  or  bar  by  bar — with 
bar-numbering  applied  throughout. 


The  Issue  of  Stylus-Writing  versus  Machine-Writing 

Stylus  writing  will  continue  in  all  partt  of  the  world  indefinitely  by  many 
blind  people  and  by  some  transcribers.   There  arc,  indeed,  these  who  prefer 
stylus  writing,  while  many  cannot  procure  or  aff-rd  writing  r.achinos.   Tab- 
lets (or  slates)  are  quite  usually  limited  in  length  of   line  to  26  or  28 
cell  spaces.   Much  of  the  available  braille  writing  paper  is  cut  to  a  size 
to  accommodate  writing  on  the  short  tablets. 
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The-  styles  of  bar  over  bar  and  count  over  count  arc  difficult  en  the  tablet, 
especially  for  blind  persons.  The  marginal  bar— numbers  and  hand— signs  fur- 
ther shorten  the  line  so  that  parallel  scoring,  particularly  ef  elaborate 
music,  cannot  be  recommended  for  stylus  writing.   The  other  basic  styles 
employ  continuous  line  writing,  which  is  essential  on  the  tablet. 

Machine  writing:  of  braille  music,  whether  on  hand  writers  ^r  stereotyping 
machines,  will  increase  throughout  the  world  as  tine  goes  en,  thereby  de- 
creasing the  need  for  stylus  writing. 

More  and  r.oro  presses  will  enter  the  music  field  and  more  and  more  volunteer 
transcribers  will  procure  machines.  Already  (and  this  is  most  important) 
printed  or  machine  produced  braille  music  is  read  by  the  vast  majority  of 
braille  readers.   This  majority  will  continue  to  increase. 

All  the  basic  styles  can  be  used  in  machine  writing.   The  styles  which  we 
have  excluded  from  stylus  writing  (bar  ever  bar  and  count  over  count)  must 
be  given  their  just  consideration  for  machine  writing.   If  it  is  true,  as 
we  have  previously  expressed  the  view,  that  parallel  score  facilitates  read- 
ing for  several  major  groups — and  these  comprising  a  large  majority — a  new 
end  rational  conclusion  may  be  necessary.   We  must  weigh  the  issue  cf  de- 
creasing stylus  writing  against  the  issue  of  the  greatest  facility  in 
reading  for  the  greatest  number. 

QUESTION  7»  (a)  Should  the  limitations  of  stylus  writing  influence  the 
choice  of  a  union  style?  That  is  to  say,  should  only  one  style  be  chesen 
for  both  stylus  and  machine  writing  regardless  of  any  consequent  inconven- 
ience in  either  stylus  or  machine  writing?   If  so,  which  style  should  be 
chosen?   (b)  Or  would  it  be  feasible  to  prescribe  a  simple  style  for  stylus 
writing  apart  from,  or  in  addition  to,  the  choice  of  a  more  desirable  style 
for  printing  or  -.ther  machine  writing? 

Consultant's  view:   If  one   union  style  is  to  be  chosen*  it  must 
accommodate  reasonably  the  stylus  writing  of  all  kinds  of  music.   The 
limitations  of  stylus  writing  point  cither  to  bar  by  bar  or  the  short- 
segmented  Continental  stylet   Either  ef  these  styles  should  include  the 
slan  of  bar-numbering  to  facilitate  alignment  of  parts  in  the  one  style 
and  numeral  repeats  in  both  styles.   Many  advanced  readers,  who  find  only 
relative  inconvenience  in  the  use  of  more  than  one  style,  would  probably 
prefer  that  a  simple  style  be  prescribed  for  stylus  writing  without  impos- 
ing unnecessary  restrictions  on   professionally  produced  music,  viz.,  a 
double  choice  of  styles*   This  would  entail,  for  the  second  time  in  our 
present  study,  a  modification  of  the  demand  by  UNESCO  for  <~nc   union  style. 
The  first  such  deviation  was  met  with  in  hand  alternation,  which  we  held  to 
be  a  distinct  and  necessary  supplement  to  any  choice  cf  etyle. 

The  Issue  of  Characteristic  Regional  Music 

It  is  true  at  least  in  part  that  the  several  styles  arc  the  results  of 
regional  needs  sue  that  these  styles  respectively  should  continue  to  serve 


such  needs.   lror  example,  there  is  the  particul 
of  organists  and  teachers  in  Catholic  parishes 
is  the  particular  regional  need  of  organists  an 
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r  regional  need  of  hundreds 
n  France  and  Quebec.   There 
choirmasters  in  ether 


churches,  whose  work  requires  voluminous  nenorization.  There  is  the 
characteristic  regional  need  for  teaching  material,  costly  of  local 
publication,  for  students  in  local  schools  for  the  blind.   There  is  the 
characteristic  regional  need   for  dance  music  of  local  publication,  which 
music  is  sufficiently  scored  for  professional  blind  bandsmen  as  melodies 
with  abbreviated  indications  of  harmony. 

Ve  cannot  escape  recognizing  the  fact  that  braille  music  printed  or  hand 
cocied  for  any  one  of  these  characteristic  regional  needs  will  be  used 
alnost  exclusively  in  the  region  for  which  it  is  produced.  '..:hen,  on 
comparatively  rare  occasions,  such  music  is  called  for  in  other  regions, 
it  will  reach  musicians  of  advanced  ability  who  can  adjust  to  any  style 
without  serious  difficulty. 

QUESTION  8.   lust  the  union  style  replace  the  several  characteristic 
regional  styles?  That  is  to  say:   Should  Catholic  music  and  Anglican  or 
other  church  music  be  written  in  the  same  style?  Should  local  teaching 
material  for  students,  say,  in  German  schools  for  the  blind  be  in  the  same 
style  as  that  for,  say,  American  schools?  Should  dance  music  be  scored 
in  the  Argentine  as  it  is  in  India? 

Consultant's  viewt   A  uni^n  style  should  be  found  and  prescribed  for 
all  classical  music  which  is  likely  to  have  international  use.   It  is  prob- 
able that  a  proper  emphasis  on  a  union  style  in  the  union  key  would  in  due 
course  of  tine  influence  to  a  large  measure  all  regional  usages.   It  is  not 
likely  that  the  union  style  will  be  applied  immediately  to  regional  church 
music,  regional  teaching  material,  or  regional  dance  music. 

The  Issue  of  Patterns  in  the  Nature  of  Compositions 

Exclusive  of  unmeasured  plainsong  and  certain  modem  compositions  in  free 
rhythm,  there  are  chiefly  four  patterns  of  measured  musics 

a)  Music  consisting  of  comparatively  short  and  equal  bars  in  all  parts. 

b)  Music  consisting  of  longer  bars  in  one  part  and  shorter  bars  in  the 
other  part  or  parts; 

c)  Music  consisting  of  long  and  involved  bars  in  both  or  all  parts. 

d)  Piano  music  consisting  of  notes,  chords,  or  short  passages  alternated 
between  hands. 

There  are  those  who  will  hold  that  each  of-  the  above  patterns  in  the  nature 
of  compositions  suggests  its  own  corresponding  and  best  suited  style  in 
braille. 

QUESTION  0, 

a)   Uhich  stylo  is  best  suited  for  music  in  which  bars  arc  relatively  short 
and  equal? 
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b)  Which  style  for  nusic  in  which  bars  arc  long  in  one  part  and  short  in 
the  other  part  cr  parts? 

c)  Which  style  for  elaborate  music  in  which  bars  are  long  throughout? 

d)  Is  the  pattern  of  hand  alternation  necessary  as  a  supplement  to  any 
union  style? 

e)  The  a 1 1- lap or t ant  question:   Which  style  would  be  best  suited  for  all 
of  the  foregoing  patterns  of  nusic? 

f)  Which  style  is  best  suited  to  score  plainsong  and  modern  music  in 
free  rhythm? 

The  consultant's  conclusions  on  these  questions  and  on  earlier  ques- 
tions related  thereto  must  be  left  opun  until  a  full  analysis  can  be  trade  cf 
answers  received  from  the  total  field.  However,  the  following  views,  already 
expressed,  may  be  summarized: 

1.  A  union  style  of  the  widest  possible  application  rsust  be  stressed  in 
the  union  key  for  general  use  in  all  music  intended  for  international 
distribution. 

2.  The  convenience  of  bar-numbering  should  be  applied  to  all  basic  styles. 

5.   All  basic  styles  should  be  described  in  the  union  key  as  supplementary 
to  the  union  style  for  particular  purposes. 

4.  Hand  alternation  is  a  necessary  supplement  to  any  style. 

5.  In  all  braille  music,  especially  in  classical  compositions,  all  literary 
parts  (titles,  composers'  naa.es,  publishers,  and  directions)  should  be  in 
uncontracted  braille,  and  the  style  and.  direction  of  chord  reading  should  be- 
st ate d  at  the  beginning  of  the  transcription, 

QUESTION  10.  If  music  is  divided  into  segments,  should  the  segments 
coincide  with  the  etavec  en  the  ink  page  or  should  they  be  made  according 
to  musical  phrasing? 

QUESTION  11.   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  lp.   What  modifications  in  any  major  style,  not  suggested  in 
the  foregoing  survey,  arc  desirable? 
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PRELIMINARY  WORLD  SURVEY 
OF  BRAILLE  MUSIC 

by 
L.  W.  Roderiberg 
World  Braille  Council  Music  Consultant  for  UNESCO 

Distributed  by  L.  J.  Chard,  Chairman 
Special  Survey  Committee 
Michigan  School  for  the  Blind 
Lansing,  Michigan 

Synopsis 

I»   Purpose 

II,   UNESCO  and  the  World  Braille  Council 

III.   Definition  of  Terms 

IV.   Proposed  Total  Reforms 

V.   Styles:  Their  Origin,  Description  and  Illustration — 

Separate  scoring  of  parts,  Continental  Style 

Simultaneous  scoring,  Vertical  Score 

Part  and  hand  alternation 

Alternate  scoring,  Bar-by-Bar 

Parallel  scoring,  Bar-over-Bar 

Parallel  scoring,  Count-over-Count 

VI •   Issues  Involved  in  the  Choice  among  Four  Basic  Styles — 

The  issue  of  group  averages. 

The  issue  of  stylus -writing  versus  machine-writing. 

The  issue  of  characteristic  regional  music. 

The  issue  of  patterns  in  the  nature  of  compositions. 

Request:  The  Music  Departments  of  all  American  schools  for  the  blind 
that  will  give  their  time  and  thought  to  assist  in  furthering' the  purpose  of  this 
survey  are  earnestly  requested,  at  their  earliest  convenience,  to  send  to 
Mr.  L.  J.  Chard  at  the  address  given  above,  their  answers  to  the  questions 
included  in  the  following  study.  Answers  should  be  by  question  numbers.  If 
participants  in  this  study  should  have  suggestions  to  offer  beyond  the  outline 
of  the  questionnaire,  they  are  urged  to  append  them  to  their  answers. 


The  purpose  of  the  program  and  study  herein  set  forth  is  to  achieve  if 
possible  on  the  world  level  in  the  braille  music  field  a  union  key,  a 
union  style  and  a  union  catalogue. 

II.   UNESCO  and  the  World  Braille  Council 

The  following  is  in  part  the  report  of  the  Consultative  Committee,  pub- 
lished early  in  1952. 

"The  Executive  Board  of  UNESCO  at  its  2.6th  session  in  October  1951, 
authorized  the  Director-General  to  establish  provisionally  a  World  Braille 
Council  attached  to  UNESCO  in  the  form  of  an  Advisory  Committee.   The 
Director— General  was  also  authorized  to  summon  a  committee  of  experts  to 
advise  him  on  the  composition  and  the  role  of  the  proposed  Council. 

"The  Consultative  Committee  for  the  creation  of  a  world  Braille  Council 
met  in  Pari.-?  December  10-12,  195-*   I"t  v;as  composed  of  fifteen  members 
representing  the  following  countries:   India,  France,  Turkey,  Spain, 
Egypt,  Iraq,  England,  Yugoslavia,  Columbia,  Burma,  Union  of  South  Africa, 
Japan  and  the  United  States. 

"In  the  course  of  its  six  meetings,  the  Committee  prepared  draft  statutes 
of  the  future  World  Braille  Council  for  submission  to  the  Director-General; 
made  suggestions  as  to  methods  of  work  for  the  Council  and  the  tasks  which 
it  should  undertake;  and  suggested  names  of  specialists  on  braille  who 
should  be  invited  to  become  members  of  the  Council. 

"The  Committee  recommended  that  the  World  Braille  Council  program  should 
include  the  following  matters:   music  notation;  mathematical  and  science 
symbols;  the  compilation  of  an  international  catalogue;  the  establish- 
ment of  regional  councils  to  deal,  amongst  other  matters,  with  contracted 
braille;  and  assistance  in  the  continuation  and  coordination  of  uniform 
braille  systems  for  the  African  and  South-East  Asian  languages.   Consider- 
ing that  the  principle  of  the  braille  script  is  to  reflect  -is  far  as 
possible  the  alphabet  and  orthography  as  used  by  the  sighted  for  a  par- 
ticular language,  the  Committee  divided  the  world  languages  into  eight 
zones.  .  .  . 

"The  Committee  proposed  that  the  composition  of  the  first  World  Braille 
Council  should  be  of  six  members  representing  the  various  language  zones, 
and  three  members  chosen  as  specialists  and  technicians.   The  following 
names  were  suggested  to  the  Director-General  of  UNESCO  by  the  Committee 
and  have  been  accepted  and  approved  as  the  membership  of  the  first  World 
Braille  Council: 

Mr,  John  Jarvis,  National  Institute  for  the  Blind,  London,  England 
Sr.  J.  Pardo  Oepina,  Fcderacion  Nacional  6e  Ciegos,  Bogota,  Columbia 
Mr.  Lai  Advani,  Ministry  of  Education,  New  Delhi,  India 
Mr.  Saycd  Abdel  Fit tan,  Cairo,  Egypt 

Professor  Li  Fan  Kuei,  (Chinese,  Japanese  and  Korean  zones) 
Washington  University,  Seattle 
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Mr.  John  Wilson,  London,  England 

Mr.  L.  V.  Rodenberg,  Illinois  School  for  the  Blind, 

Jacksonville,  Illinois 
Mr.  Pierre  Kcnri,  Paris,  France 
Sir  Olutha  Mackenzie,  Auckland,  New  Zealand 

"It  was  the  expressed  hope  of  the  Committee  that  the  Director-General  of 
UNESCO  would  soon  convene  the  members  of  the  V/orld  Braille  Council  and 
begin  the  important  international  v.'ork  of  this  group.   It  was  recommended 
in  the  statutes  that  the  Council  should  meet  at  least  once  every  five 
years. " 

No  meetings  of  the  V/orld  Braille  Council  hive  been  called,  and  the  only 
official  action  taken  by  it  has  been,  the  choice  by  correspondence  of  Sir 
Clutho.  Mackenzie  as  chairman,  and  Mr.  Pierre  Henri  and  Mr.  John  Jarvis 
as  joint  vice-chairmen. 

In  the  fall  of  195?  the  Director  of  the  Department  of  Mass  Communications 
of  UNESCO  requested  L.  U .  Rodenberg  (the  writer  of  this  survey)  to  accept 
the  assignment  as  Vorld  braille  Council  Music  Consultant  to  prepare  a 
world  survey  of  the  music  field.   This  assignment  is  to  be  completed  by 
the  end  of  August,  19?? •   In  the  event  that  arrangements  can  be  effected 
successfully,  a  conference  vail  be  sponsored  either  by  UNESCO  or  by  the 
World  Council  for  the  Uelfarc  of  the  Blind  in  1954  '^or  "^r  purpose  of 
reaching  international  agreements  on  a  union  notitional  text  including 
styles,  and  problems  of  union  cataloguing  and  distribution. 


III.   Definition  of  Terms 

Union  Key;   A  revision  of  the  international  music  manual  to  include  all 

symbols  and,  if  possible,  a  union  style. 

Style ;   The  pattern  or  method  of  arranging  the  musical  score  on  the  braille 
page. 

Union  Style:   One  of  the  existing  styles,  or  modification  thereof,  to  be 

universally  accepted. 

Bar :   A  measure  in  the  rhythm  of  a  composition. 

C oi mt :   A  rhythmical  division  of  a  bar. 

Part;   The  notec  for  one  voice  or  for  a  single-toned  instrument,  or  the 
notes  for  cither  hand  or  the  pedals  in  pio.no  and  organ  music. 

Segment  t  One  bar,  or  more  often  several  bars,  in  the  braille  copy, 
written  as  a  separate  subdivision  or  "paragraph"  of  a 
composition. 

Bar-Numberinr, :  The  designation  of  the  bars  of  a  composition  or  major 

divirion  thereof  by  consecutive  numbers.   The  tran- 
scriber pencile  the  numbers  ibove  or  be  low  the  bars  on 
the  print  copy,  beginning  with  "1"  for  the  first  full 
bar,  or  "0"  for  a  partial  bar  beginning  the  composition. 
Endings  are  included  in  the  sequence  of  numbering. 


Margin  Number:   A  bar  number  standing  at  the  head  of  a  segment  usually 

projecting  at  the  left  margin. 

Numeral  Repeats :   The  repetition  of  a  bar  excepting  a  last  preceding  bar, 

by  writing  +hc  bar-number  in  the  lower  level  after 
the  numeral  prefix;  or  the  repetition  of  two  or  more 
bars  by  writing  the  bar-numbcro  of  the  first  and  last 
bars  together. 

Stylus  Writing:  Hand-writing  with  a  stylus  on  the  ordinary  "slate"  or 

"tablet." 

Machine  Writing:  Writing  on  a  braille  "typewriter"  or  on  a  stereotyping 

machine,  on   which  the  written  matter  is  "visible." 

Hand  Transcribers:   An  individual  copyist,  either  a  blind  musician  or  a 

seeing  volunteer  copyist. 

Embosser:   One  who  prepares  plates  for  printing. 

Catalogue:   A  formal  list  of  available  compositions  cither  hand-copied 
or  printed,  for  general  distribution. 


IV.   Proposed  Total  Reforms 

Wide  reforms  in  braille  music  notation  have  been  proposed  from  time  to  time 
which  would  annul  all  existing  catalogues.  Don  Gabriel  Abreu  of  Madrid, 
Spain,  in  1855  attempted  to  establish  the  use  of  a  special  braille  music 
cell  of  eight  points,  arranged  two  wide  and  four  high.  Alejandro  Meza  of 
Mexico  in  1925  first  proposed  the  writing  of  chords  as  note-heads  dropped 
to  the  lower  level,  which  would  have  required  the  interchange  of  meanings 
of  at  least  fourteen  cf  the  basic  signs. 

More  recently,  and  of  challenging  value,  a  most  sweeping  reform  known  as 
the  "Uniform  Note  System"  was  brought  out  by  Paul  T.  Mayhew  of  London 
( 194-9) t   v'ho  was  for  many  years  director  of  music  transcription  at  the 
National  Institute  for  the  Blind.   A  key,  entitled  "Uniform  Note  System", 
fully  treating  all  phases  of  notation  in  the  integrated  principles  of  the 
reform,  was  published  by  the  National  Institute  for  the  Blind,  Great  Port- 
land Street,  London,  England,  in  1951*   ^n  his  foreword  to  this  book, 
Sinclair  Logan,  Secretory  of  the  Music  Department  of  the  N.I.B.  wrote  in 
part:   "In  conclusion,  I  would  remind  those  whe  read  this  book  that,  two 
years  ago,  a  committee  of  experts  representing  all  facets  of  the  musical 
profession,  .  .  .  met  and  held  a  critical  discussion  of  the  same,  in  the 
presence  of  Mr.  Mayhew  himself.   At  the  close  of  the  discussion  the 
'"Uniform  Note  System'  was  unanimously  declared  to  be  'far  and  away  in  ad- 
vance of  the  existing  method'." 


Shortly  following  the  first  announcement  of  this  system,  a  digest  thereof 
with  a  questionnaire  was  made  at  the  Illinois  School  for  the  Blind  end 
distributed  to  a  considerable  number  of  persons  in  the  United  States  and 
Canada.   Later  an  analysis  of  answers  to  the  questionnaire  was  prepared 
and  distributed  to  particip ants  in  the  study.   At  the  meeting  of  the  Mid- 
western Music  Teachers  Section  of  the  American  association  of  Instructors 
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for  the  •Blind,  held  in  the  fall  of  1951  at  the  Missouri  School  for  the 
Blind  in  St.  Louis,  the  purposes  and  advantages  of  the  reform  system  were 
presented. 

Space  will  hero  permit  mention  of  only  a  few  of  the  central  ideas  of  the 
Mayhew  reform.  To  obviate  the  "mental  strain"  for  beginners  which  the 
arbitrary  signs  of  ordin  .ry  music-braille  impose,  Mr.  Mayhew  uses  the 
alphabetic  letters,  "a  b  c  d  e  f  g"  for  quarter  notes  (crotchets).   Other 
note  values  are  derived,  as  in  the  present  notation,  by  the  addition  of 
lower  points.   Interval  signs  for  chords  arc  not  used,  but  instead,  the 
intervals  arc  represented  as  actual  letter  note-heads  dropped  to  the  lower 
cell.   These  interval-notes  arc  read  downward  in  the  treble. 

Since  the  designation  of  notes  as  alphabetic  letters  dees  not  prevail  in 
certain  countries,  the  advantage  of  the  letter-notes  may  not  be  recognized 
universally. 

In  weighing  the  value  of  the  Uniform  Note  System,  we  must  in  the  main  bal- 
ance against  each  other  two  fundamental  issues;   (l)  the  seriousness  of 
difficulty  for  beginners  in  learning  and  applying  seven  arbitrary  signs 
for  notes  and  seven  arbitrary  signs  for  intervals;  and  (2)  the  seriousness 
of  cost  in  time  and  effort  involved  in  sacrificing  all  existing  catalogues. 
The  sacrifice  would  affect  upwards  of  200,000  stereotyped  plates,  whose 
replacement  cost  would  probably  reach  a  million  dollars  and  would  require 
many  years  of  painstaking  labor.   The  estimate  does  not  include  the  value 
of  tens  of  thousands  of  hand-copied  transcriptions.  Mention  must  also  bo 
made  of  the  interim  of  confusion  which  would  be  imposed  on  readers,  es- 
pecially teachers. 
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The  questionnaire  referred  to  above  revealed  that  the  great  majority  of 
those  who  engaged  in  the  study  considered  the  second  issue  (sacrifice)  t<_ 
be  more  serious  than  the  first  (the  claimed  "mental  strain"  for  beginners). 
The  St.  Louis  meeting,  also  mentioned  above,  which  consisted  of  teachers  of 
the  blind  in  the  middlewest,  voted  unanimously  to  go  on  record  as  opposing 
the  Mayhew  reform. 

It  is  interesting  to  note  that  a  similar  situation  exists  in  the  world  of 
ink-printed  music,  in  which  there  is  a  retention  of  archaic  symbols  which 
are  even  more  irrational  than  anything  in  the  braille  system.   Suggested 
reforms  in  print  usage  have  been  waived  consistently  in  favor  of  the  ac- 
cepted value  cf  vast  accumulations  of  publications.   A  conservative  atti- 
tude, similar  to  this,  is  to  be  encountered  in  the  braille  world. 

However,  the  English-speaking  world  and  countries  having  languages  of 
Teutonic  origin,  which  together  represent  an  appreciable  portion  of  the 
world's  braille  music  readers,  may  not  wish  to  dismiss  the  Mayhev;  re-form 
summarily.   I  do  not  know  at  this  writing  what  is  the  extent  of  support  for 
the  reform  in  Great  Britain  outside  the  immediate  following  which  so  far 
has  gathered  about  Mr.  Mayhew.   Nor  can  I  foresee  how  wide  would  bo  any 
interest  in  the  reform  if  a  systematic  study  thereof  were  proposed  in  all 
the  countries  employing  literal  nomenclature.   And  as  regards  the  reaction 
to  the  reform  in  America,  I  make  no  claim  to  having  covered  the  subject  or 
the  field  adequately.   The  study  which  I  conducted  was  made  by  a  group  of 
approximately  one   hundred  teachers  and  other  musicians.  My  questionnaire 
discovered  little  if  any  real  enthusiasm  in  support  of  the  total  reform — 
so  little,  in  fact,  that  courage  is  './anting  for  me  and  probably  for  ethers 
to  shoulder  further  and  wider  study. 


Nevertheless  the-  questionnaire  disclosed  a  willingness  on  the  part  of  a  few 
teachers  in  eohools  for  the  blind  to  test  with  their  beginning  students  the 
proposed  system,  provided  satisfactory  teaching  material  were  forthcoming 
from  London. 

Indeed,  the  latter  suggestion  points  to  the  fact  that  experimentation  on  a 
wide  scale,  supported  from  London,  is  the  only  conceivable  way  that  the  re- 
form might  be  advanced.   Such  experimentation  cannot  be  included  or  conclud- 
ed within  the  time  limit  set  by  UNESCO  for  international  agreement  under  the 
present  schedule,   '.'ithout  such  experimentation,  or  at  least  without  much 
more  experience,  with  the  system,  the  world  cannot  be  expected  to  make  a 
forthright  adoption  of  the  reform.   If  the  world  can  bo  oriented  thereto 
eventually,  such  an  eventuality  must  be  left  to  a  future  schedule  of  effort. 
Therefore,  as  World  Braille  Council  Misic  Consultant,  I  must  be  guided  by 
the  principle  that  no  total  reform  nor  even  any  change  in  code  or  style  should 
be  adopted  that  would  destroy  existing  catalogues. 

V.   Styles:   Their  Origin,  Description  and  Illustration 

Louis  Braille  applied  his  newly  created  notes  first  to  Gregorian  Chant  of 
the  Roman  Catholic  Church,  in  which  he  had  early  training  and  with  which  he 
had  life-long  concern  as  a  teacher  and  church  organist.   Unlike  modern  music, 
Gregorian  Chant  flows  not  in  rhythmic  bars  but  in  phrases.   Possibly,  there- 
fore, Louis  Braille's  scoring  of  keyboard  parts  in  phraser  was  natural  and 
seemingly  necessary.   H^  used  the  abbreviations  "m.cl."  and  "m.g."  for  the 
French  words  "main  droite"  and  "main  gauche"  (right  hand  and  left  hand)  at 
the  indented  beginnings  of  alternated  phrases.  His  consistency  led  him  to 
adapt  the  seme  plan  to  secular  music,  and  this  plan  was  long  accepted  as- 
orthodox  after  the  braille  system  crossed  French  frontiers  into  ether  lands. 
This  style  still  prevails  throughout  Europe  in  one  form  or  oth^r;  and  even 
in  america  its  use  continues  to  come  degree not  so  much  because  of  pref- 
erence for  it,  but  because  much  valuable  music  thus  printed  is  not  other- 
wise available.   We  shall  hereafter  refer  to  the  "m.d."  "m.g."  arrangement 
as  the  "Continental  style".   Although  the  newer  styles  are  generally  favored, 
the  Continental  style  still  has  many  advocates,  especially  for  ballads, 
hymns,  and  ether  melodic  music,  perhaps  because  of  the  downward  reading  of 
chords  in  the  treble.   Originally  in  the  Contin  ntal  style,  segments  were 
numbered  consecutively  in  the  right  hand  part.   !-T-..ever,  in  the  following 
illustration,  the  newer  right  and  left  hand  signs  (4-6,  5-4-5  and  4-5-6, 
5-4-5)  arc  used. 

In  recent  usage,  to  aid  blind  teachers  of  the  seeing,  the  ink-print  pagina- 
tion is  shewn  by  placing  the  print  page  number  or  numbers  in  the  lowest 
line  and  by  placing  the  sign  5  2-5  between  spaces  where  a  new  print  page 
begins. 

The  following  excerpt  is  taken  from  a  transcription  made  in  Paris  in  1952» 
Because  smaller  pages  are  generally  used  in  French  transcriptions,  the  size 
of  page  (22  lines  md  26  spaces)  is  here  reproduced.   Intervals  arc  read 
downward  in  the  treble  ..nd  upward  in  the  bass.   The  consecutive  segment 
numbers  are  in  the  lower  part  of  the  cell. 

(Sec  Illustration  1  in  accompanying  braille  pamphlet.) 

******** 
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Consultant fc  Suggestion  for  improving 
the  Continental  Style 

The  following  illustration  presents  an  entirely  new  pattern.   Intervals 
are-  road  upward  throughout.  Octave  marks  bugin  all  bare.   Bar-numbering 
is  applied  throughout  and  repeatss  excepting  a  last  bar  repeat,  are  made 
by  the  use  of  bar- numbers.   Every  segr ent  of  right  hand  begins  with  the 
bar-number  of  its  first  bar,  b~ing  placed  with  numeral  prefix  at  the  left 
margin.   Bar-numbers  without  numeral  prefixes  stand  between  spaces  before 
all  inner  bare.   The  sign  for  left  hand  stands  at  the  left  margin  before 
the  first  bar  for  left  hand  in  every  segment.   If  the  segment  for  cither 
hand-part  requires  more  than  one  braille  line,  the  second  and  lower  lines 
are  indented  two  spaces,   '..'hen,  at  the  end  of  any  line  of  braille  there 
vould  be  space  for  only  a  bar-nutr.ber ,  it  is  placed  at  the  beginning  of  the 
next  line.   Segments  should  contain  fro:.:  four  to  eight  bars  and  should  be 
made  at  natural  divisions,  except  when   it  is  desirable  to  show  the  ink-print 
pagination.   In  the  latter  event,  the  print  page  number  or  numbers  stand  in 
the  lowest  line  of  the  braille  page.   In  such  transcriptions  the  segments  are 
made  to  coincide  with  the  staves  in  print.   The  number  of  the  stave,  without 
numeral  prefix,  stands  before  the   marginal  sign  for  left  hand.   In  organ 
music  the  segment  for  the  pedals,  introduced  at  the  margin  by  the  sign 
4-5  5-4-5,  fellows  the-  segment  for  left  hand. 

(See  Illustration  2  in  accompanying  braille  pamphlet.) 

******** 

The  difficulty  of  aligning  hand-parts  in  the  Continental  style,  especially 
in  elaborate  modern  music,  early  distressed  many  blind  musicians.   Complaints 
began  to  be  voiced  here  and  there,  and  in  1908,  Mr.  K,  E  .  Piatt  of  England 
inaugurated  a  movement  for  general  improvement  in  braille  music  through  his 
forceful  paper  entitled  "Music  for  the  Blind  ac  a  Recreation,  Education  and 
Profession"  which  he  read  at  the  Manchester  Conference.   Suggestions  for 
improvement  began  to  be  worked  cut,  some  coring  from  France  and  Germany, 
International  corrorponder.ee  was  interrupted  by  World  War  I,  but  studies 
continued  in  England,   In  1917  s  pamphlet,  "Additions  to  Braille  Music 
Notation",  was  published  in  London  announcing  the  styles  of  vertical  score 
and  bar  by  bar. 

In  vertical  score,  as  the  terms  suggests,  the  simultaneous  scoring  of  all 
parts  is  upward  from  the  bass,  either  as  full  chords  or  as  part-bar  sec- 
tions and  in-aoccrds.   In  this  stylo  the  reading  finger  comprehends  the 
total  score,  so  that  "sight  reading"  and  memorization  are  often  greatly 
facilitated.   In  Great  Britain  this  stylo  has  been  much  used  for  hymns  and 
choral  arrangements.   In  elaborate  music  this  style  often  affords  (if  ckill- 
fully  treated)  a  clear  way  of  representing  the  score.   The  composition  is 
divided  into  segments  which  ore  numbered  consecutively. 

(Sec  Illustration  a  in  accompanying  braille  pamphlet.) 

a)  Hymn 

b)  Piano 

******** 
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Frequently  in  compositions  for  piano,  the  hands  alternate  in  playing  netec, 
chords,  or  broken  arpeggios  and  ether  passages.   Such  susic  is  most  clearly 
written  in  braille  by  alternating  the  hand-parts  (as  they  arc  played)  in 
the  oarc  continuous  line.   Hand-signs,  each  followed  by  the  appropriate 
octave  mark,  are  placed  before  the  notes,  chords,  or  parte  of  broken 
pas-sage?  as  required.   7»hen  the  pattern  has  been  clearly  set,  and  if  it 
continues,  the  word  "simile"  or  its  abbreviation  dismisses  the  ULe  of  hand 
and  octave  signs  until  the  pattern  changes,  when  the  reappearance  of  hand- 
signs  will  make  the  intention  clear.   If  in  such  music  there  arc  sustained 
notes,  there  arc  written  as  stem-signs  or  in-accordc. 

If  the  hand  alternation  style  is  net  used,  the  transcriber  is  obliged  to 
substitute  rests  in  the  separate  bars.   Almost  always  the  latter  plan  im- 
poses a  hardship  on  the  reader.   Hand  alternation,  therefore,  should  be 
cent  idered  a  basic  style,  tc  be  employed  when  required,  as  a  supplement  to, 
or  variation  of,  any  other  style.   This  style,  unnaued,  was  described  by  its 
British  inventors  in  1917  as  a  variation  of  vertical  score.   However, 
alternation  quite  frequently  has  uc  relationship  with  the  fundamental 
principle  of  vertical  score  and  should  be  considered  as  a  distinct  style. 
If  there  is  to  be  a  union  style,  it  must  permit  the  employment  of  hand 
alternation  on  eccasien. 

(See  Illustration  4  in  accompanying  braille  pamphlet.) 

a)  Primary  Piano 

b)  Organ 

c)  Piano,  more  difficult. 


******** 

In  the  style  of  bar  by  bar,  the  first  bar  for  left  hand  is  followed  after 
a  space  by  the  first  bar  for  right  hand;  in  organ  rrusic  the  bar  for  pedals 
stands  first  in  order,  preceding  the  bar  for  left  hand.   The  bar-line, 
points  1-2-5)  between  spaces  follows  the  bar  for  right  hand.   The  signs 
for  the  Dtdalc,  left  hand,  and  right  hand  (4~5  5~4-5>  4-5-6  p-^-!~>j  4-6 
5-4-5)  are  written  only  in  the  first  bar.   The  second  bar  and  succeeding 
bars  follow  with  the  parts  in  similar  order.   The  pitch  or  octave  is  marked 
at  the  beginning  of  each  bar  in  all  po.rts.   At  any  point  the  style  may  be 
altered  int.  vertical  ;>o  re  or  hand  alternation  if  the  score  se  requires. 
Bar  by  bar  has  been  used  extensively  in  Great  Britain  and  tc  a  limited 
extent  in  some  other  countries. 

The  following  illustration  is  cepied  from  a  transcription  made  at  the 
National  Institute  for  the  Blind,  London,  in  1942.   oc^ments  coincide 
with  the  staves  on  the  ink-print  page  and  the  print  page  and  stave  num- 
bers are  shown  in  parentheses  at  the  beginnings  of  segments.   This  ar- 
rangement in  of  great  service  tc  blind  teachers  of  seeing  pupils  and, 
besides,  otfviatcs  the  need  for  other  markings  of  segments. 

(See  Illustration  p  in  -.ccompanying  braille  pamphlet.) 


a 


******** 
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Consultant's  Suggestion  for  Modifying 
Bar  by  Bar 

Segments  of  from  four  to  eight  bare  should  be  made  whenever  possible  accord- 
ing to  musical  phrasing  or  rhythmical  division  instead  of  coinciding  with 
lines  or  staves  on  the  print  copy.   However,  at  the  indented  beginnings  of 
such  segments  the  print  pagination  should  be  shown — the  page,  the  line  en 
the  page,  and  the  bar  in  the  stave  which  begins  the  segment.   This  will 
suffice  for  the  blind  teacher  te  direct  his  seeing  pupil  tc  positions  on 
the  print  copy.   Bar-numbers  without  prefixes  should  stand  between  spaces 
before  all  bars  after  the  bar-line,  the  cipher  indicating  a  partial  bar 
when  such  begins  the  piece.   Distant  repeats  should  be  indicated  by  the 
use  of  bar-numbers. 

(See  Illustration  6  in  accompanying  braille  pamphlet.) 

******** 

Shortly  after  1917?  when  information  of  the  new  British  styles  reached  the 
United  States,  it  inspired  an  experiment  in  these  and  related  patterns. 
Fourteen  variations  resulted,  which  were  printed  and  distributed  for  study, 
one  of  the  variations — .which  was  actually  bar  by  bar  in  parcllel  scure  with 
measure-numbering — received  almost  unanimous  preference,  and  is  now  called 
bar  over  bar.   "while  many  vocal  and  instrumental  ensembles  may  be  written 
to  advantage  in  bar  over  bar,  this  style  has  been  used  chiefly  in  piano 
music  printed  in  the  United  States.   The  192?  Key  to  Braille  Lusic  .Notation, 
authorized  for  use  in  the  United  States,  indicated  this  style  for  use  when- 
ever the  nature  of  compositions  permits,  but  the  key  also  indicated  other 
styles  for  compositions  of  exceptional  difficulty. 

In  bar  by  bar,  parallels  of  two  lines  are  used  for  piano  and  three  lines 
for  organ.   Corresponding  bars  begin  in  the  same  vertical  space  in  the 
parallel,   ."in  octave  mark  begins  ever;/  bar.   The  line  fer  right  hand  be- 
gins with  the  bar  number  of  the  first  full  bar  in  the  parallel.   The 
margin  number  is  followed  clcseHip  by  the  sign  for  right  hand,  and  the  sign 
for  left  hand  stands  under  that  for  the  right  hand.   Thus,  the  hand  signs 
form  a  column  with  oroiocting  numbers  to  guide  the  fingers,  and  against 
this  framework,  the  music  is  laid  out  on  the  page,  resembling  the  parallels 
of  staves  on  the  print  copy.   When  bars  are  incomplete  at  the  ende    of 
parallels,  the  barf  for  right  and  left  hand  are  broken  at  corresponding 
points  if  possible.   Repeats  of  distant  bars  are  indicated  by  the  use  of 
bar  numbers. 

(See  Illustration  7  in  the  accompanying  braille  pamphlet.) 

******** 

Y/hen  it  is  desirable  to  show  the  print  pagination  in  bar  over  bar,  the  print 
page  number  should  stand  at  the  cantor  or  right  of  the  lowest  line  en  the 
braille  page.   If  the  braille  page  includes  more  than  one  print  cage,  the 
print  page  numbers  should  stand  together  without  a  space.   In  braille  a  new 
parallel  should  be  taken  at  th^  beginning  of  every  new  stave  in  print,  and 
the  number  of  the  stave,  without  numeral  prefix,  should  stand  close-up  be- 
fore the  marginal  left  hand  sign  in  only  the  first  braille  parallel  of  the 
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stave.   Long  repeats  may  be  broken  to  show  the  staves. 
(Sec  Illustration  8  in  the  accompanying  braille  pamphlet.) 


******** 

The  fcllcwing  illustration  presents  the  adaptation  of  bar  ov~r  bar  in 
studies  and  pi'.cer  for  piano  forte  examinations  as  printed  at  the  National 
Institute  for  the  Blind,  London.   The  ink-print  pagination  is  shown  in  the 
free  lines  between  parallels  above  the  bars.   Bar-numbering  is  not  cmoloycd, 

(Sec  Illustration  9  in  the  accoananyin?  braille  pamphlet.) 

******** 

A  variation  cf  bar  over  bar,  called  count  over  count,  nay  be  used  for 
elaborate  piano  music  when  the  bars  require  more  than  a  line  of  braille. 
The  shorter  part  is  broken  betv/ecn  counts  by  the  music  "hyphen"  (puint  5), 
and  the  following  count  begins  in  the  same  vertical  space  in  the  parallel 
as  the  longer  part,   '/hen  an  incomplete  bar  continues  in  the  next  parallel 
and  occupies  all  of  the  parallel,  "continuation  dots."  (point  6)  arc  placed 
before  the  right  hand  line  to  replace  the  marginal  bar-number.   While 
count  over  count  requires  more  space,  it  oreecntc  a  clear  relationship 
between  hand-parts  without  the  encumbrance  of  bar-sections  and  short 
in-accords,  although  the  latter  may  occasionally  be  necessary  in  cither 
or  both  parts.   The  advantages  of  bar  over  bar  and  count  over  count  are 
(l)  that  either  part  cay  be  read  continuously  to  any  desired  length,  (2) 
that  corresponding  parts  may  be  collated  at  any  point,   (5)  that  the 
reader  can  quickly  find  his  position,  and  (4)  that  repeats  with  or  v/ith- 
out changes  of  markings  can  be  made  with  the  greatest  facility  and 
clarity.   The  disadvantages  are  (l)  that  more  space  is  required,  with  a 
consequent  increase  in  cost,  and  (2)  that  in  elaborate  compositions  more 
skill,  patience,  and  time  are  required  of  the  embosser  to  effect  a  neat 
score. 

(See  Illustrations  10  and  11  in  the  accompanying  braille  pamphlet.) 

******** 

Other  patterns  than  those  described  and  illustrated  in  this  survey  have 
been  devised  and  used  more  or  less  extensively.   These  other  styles  have 
not  been  included  because,  in  the  consultant's  judgment,  they  present 
difficulties  to  the  reader  or  to  the  transcriber  which  would  probably 
exclude  them  from  consideration  in  choosing  a  union  style. 

Of  special  note  among  these  other  styles  is  one  devised  by  M.  Rery  Clavers 
of  Paris  and  included  in  the  1929  international  key.   The  Olavers  method 
presents  a  division  of  the  braille  page,  the  upper  half  consisting  of 
segments  for  the  right  hand  (coinciding  with  the  print  staves),  and  the 
lower  half  consisting  of  the  corresponding  segments  for  the  left  hand. 
.'ui  ingenious  plan  of  rarkings  indicates  the  ink  page  and  stave  numbering. 
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When  the  print  page  is  not  completed  on  the  braille  page,  the  following 
braille  page  cr  part  thereof  is  similarly  divided.  The  chief  objection 
to  this  method  is  that  the  transcriber  is  compelled  to  rake  a  preliminary 

copy  with  the  left-hand  lines  in  inverted  order,  so  that  when  the  finished 
copy  is  being  made,  the  proper  division  of  the  page  can  be  effected  by 
reversing  the  lines. 

Another  method,  not  illustrated  herein,  consists  of  separate  scoring  of 
hand  parts,  with  bar-numbers  standing  at  the  left  margin  in  a  column 

separated  from  the  -usie  by  a  free  space.   Distant  repeats  arc  indicated, 
as  in  bar  over  bar  by   ,jhe  use   of  baj^nimr.b'"  re. 

******  ** 

************ 

******** 


VI.  Choice  among  Four  Basic  Styles 

In  the  preceding  section,  we  have  presented  six  styles  in  the  forms  in 
v.'hich  they  are  now  used  locally.   Several  other  variation,::  of  styles  have 
not  been  included.   Basically  there  are  only  four  stylos  in  which  measured 
polyphonic  rusic  can  be  scored.   Stripped  of  their  local  elaborations,  the 
four  basic  styles  arc: 

1,  Separate  scoring  of  each  part  throughout  the  compooition,  as  in  en- 
sembles for  group  reading,  or  as  in  some  earlier  piano  masic  in 
braille. 

2.  Simultaneous  scoring  of  parts,  as  in  vertical  score  and  the  hand 
alternation  style. 

5.   Alternate  scoring  of  parts,  bar  by  bar. 

4.   Parallel  scoring  of  parts,  bar  over  bar  or  count  over  count. 

If,  novij    we  are  tc  attempt  to  find  a  union  style,  we  must  weigh  the  value 
of  each  of  the  four  basic  styles  in  the  light  of  its  serviceableness  to  the 
average  of  all  readers,  ^nd  in  the  light  of  its  convenience  to  the  average 
of  all  transcribers.   Ifacn  our  study  has  been  completed 

a)  we  will  have  chosen  one  of  the  basic  styles  in  its  current  elaboration 
as  satisfactory  for  all  music;  or, 

b)  wc  will  have  chosen  one  of  the  current  styles  for  the  greater  area  of 
use,  while  recommending  ether  styles  for  specific  areas  of  use — which  com- 
promise is  not  the  present  view  taken  by  UNESCO;  or, 

c)  wc  will  have  created  a  new  format  for  general  use  by  combining  desir- 
able features  of  two  or  more  of  the  basic  styles. 

In  any  event,  existing  catalogues  will  not  be  annulled. 

In  pursuing  our  study,  we  must  face  squarely  the  actual  facts,  needs  and 
circumstances  which  surround  the  reading,  the  writing,  and  the  printing  of 
braille  music.   On.,  by  one  the  cardinal  fact;:,  needs  and  circumstances  must 
be  isolated,  interrogated  and  judged.   From  ^ur  total  judgments  (if  earnestly 
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and  impartially  concluded)  there  will  emerge  a  rational  solution  of  a 
universally  vexing  problem.   Following  arc  the  major  issuer: 

1. 
The  Issue  of  Group  Averages 

We  must  be  guided  by  the-  ethical  principle  which  demands  the  greatest  good 
for  the  greatest  number.   Therefore,  in  choosing  a  union  style,  the  average 
or  middle  level  of  both  readers  and  transcribers  is  cf  primary  importance. 
The  chief  groups,  whose  averages  of  need  and  ability  must  be  considered,  are 
these: 

a)  Children  in  residential  and  day  schools  for  the  blind  throughout 
the  world.   They  constitute  by  far  the  largest  cingic  group. 

QUESTION  1.   '.,'hich  basic  style  would  afford  this  group  the  greatest 
facility  in  reading? 

Consultant's  view:   First,  bar  ever  bar  or  seme  modification  thereof, 
or  secondly,  the  short  segmented  Continental  style  with  bar  numbering 
applied  throughout. 

b)  Blind  teachers  of  either  blind  or  seeing  children — the  second 
largest  group.   The  first  need  of  this  group  is  for  a  style  which  affords 
rapid  reading  of  any  part  without  prior  memorization  and  which  easily  re- 
veals the  structure-  of  an  unfamiliar  composition. 

QUESTION  2.   Which  style  would  afford  this  group  the  greatest  facility 
in  reading? 

Consultant's  view!   The  same  as  for  Question  1. 

c)  Seeing  teachers  cf  blind  children  (often  newcomers  in  the  field) 
whether  in  or  outside  schools  or  classes  for  the  blind — a  small  group  but 
important  because  of  its  influence.   The  need  of  this  group  is  for  a  braille 
style  which  affords  a  nerval  appearance  and  a  ready  alignment  between  the 
braille  and  printed  copies, 

QUESTION  J.   \vhich  style  would  give  this  group  the  greatest  accommo- 
dation? 

Consultant's  view:   The  same  as  for  Questions  1  and  2, 

d)  Amateur  musicians  and  newly  blinded  adults,  interested  chiefly  in 
hymns,  ballads,  and  other  simple  music.   The  need  of  this  gruup  is  for  a 
style  which  has  the  simplest  and  most  normal  arrangement. 

QUESTION  4.   Which  style  would  be  most  likely  to  afford  this  group 
the  greatest  facility  in  reading? 

Consultant's  view:   .c.atcur  musicians  a.re  quite  likely  tc  engage  in 
Glow  memorization  rather  than  in  raoid  reading.   The  melodies  of  hymns  and 
ballads  arc  often  of  first  interest  to  then.  Melodies  should  be  scored 
separately  abeve  the  instrumental  arrangement .   Styles  in  their  order  cf 
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preference  fcr  this  group  would  be,  first,  bar  ever  bar,  secondly,  the 
short  segmented  Continental  style,  and  thirdly,  bar  by  bar. 

e)  Volunteer  transcribers  and  private  readers  for  blind  musicians — 
a  snail  group  of  ouch  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.   This  group,  perhaps  more  than  any  other, 
requires  a  simple  union  style  in  which  it  can  be  given  concentrated  train- 
ing and  which  it  can  employ  in  whatever  transcriptions  it  is  asked  to 
undertake. 

QUESTION  5.   Which  basic  style  affords  the  greatest  convenience  to 
the  average  volunteer  transcriber? 

Consultant's  view:  Ko.ny   transcribers,  because  of  the  more  normal 
arrangement  of  bar  over  bar,  might  bo  disposed  to  favor  this  style,  ospe— • 
cially  if  modern  writing  machines  are  used.   They  are  called  on  more  often 
to  work  with  elaborate  music  than  with  simpler  works.   This  group  cannot 
bo  expected  to  master  the  complexities  of  simultaneous  scoring  as  in  ver— - 
tScal  score  and  its  variations.   Neither  can  this  group  be  expected  tc  labor 
in  complicated  music  with  the  difficulty  of  arranging  the  score  bar  ever 
bar  or  count  over  count,  especially  in  stylus  writing.   Therefore,  the 
choice  for  this  group  would  bo  cither  short  segmented  Continental  stylo 
or  bar  by  bar — preferably  with  bar-numbering  applied  throughout. 

f)  Advanced  students  in  secondary  schools  and  conservatories  and 
professional  blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  ethers.   This  group,  with  greater  or  lesser 
facility,  can  use  any  style,  provided  the  transcription  is  annotated  to 
explain  the  use  of  style  and  the  direction  of  chord  reading.   This  group 
engages  chiefly  in  memorization,  and  its  chief  need  is  for  definite  con- 
venience in  the  alignment  of  corresponding  parts. 


QUESTION  6.   If  one  style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified,  would 
afford  them  the  greatest  facility  in  memorization? 

Consultant's  view;   Limitation  to  choice  of  only  one  style  for  this 
group  is  extremely  distressing.   We  must  take  into  account  the  recommen- 
dation of  style  made  for  volunteer  transcribers  whose  service  is  so  largely 
relied  on  in  many  countries  by  the  advanced  group.   The  style  to  be  recom- 
mended would  be  either  short  segmented  Continental  style  or  bar  by  bar — with 
bar-numbering  applied  throughout. 

2. 
The  Issue  of  Stylus-Writing  versus  Machine-Writing 

Stylus  writing  will  continue  in  all  parts  of  the  world  indefinitely  by  cany 
blind  people  and  by  seme  transcribers.   There  arc,  indeed,  these  who  prefer 
stylus  writing,  while  many  cannot  procure  or  afford  writing  machines.   Tab- 
lets (or  slates)  are  quite  usually  limited  in  length  of  line  tc  26  or  28 
cell  spaces.   Much  of  the  available  braille  writing  paper  is  cut  to  a  size 
to  accommodate  writing  on  the  short  tablets. 
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The  styles  of  bar  over  bar  and  count  ever  count  are  difficult  on  the  tablet, 
especially  for  blind  persons*   The  marginal  bar-numbers  and  hand-signs  fur- 
ther shorten  the  line  so  that  parallel  scoring,  particularly  cf  elaborate 
music,  cannot  be  recommended  for  stylus  writing.   The  other  basic  styles 
employ  continuous  line  writing,  which  is  essential  on  the  tablet. 

Machine  writing  of  braille  music,  whether  on  hand  writers  or  stereotyping 
machines,  will  increase  throughout  the  world  as  tine  goes  en,'  thereby  de- 
creasing the  need  for  stylus  writing. 

More  and  mere  presses  will  enter  the  music  field  and  more  and  more  volunteer 
transcribers  will  procure  machines.   Already  (and  this  is  most  important) 
printed  or  machine  produced  braille  music  is  read  by  the  vast  majority  of 
braille  readers.   This  majority  will  continue  to  increase. 

All  the  basic  styles  can  be  used  in  machine  writing.   The  stylos  which  we 
have  excluded  from  stylus  writing  (bar  over  bar  and  count  over  count)  must 
be  given  their  just  consider  it  ion  for  machine  writing.   If  it  is  true,  as 
we  have  previously  expressed  the  view,  that  parallel  score  facilitates  read- 
ing for  several  major  groups — and  these  comprising  a  largo  majority — a  new 
and  rational  conclusion  may  be  necessary.   We  must  weigh  the  issue  of  de- 
creasing stylus  writing  against  the  issue  of  the  greatest  facility  in 
reading  for  the  greatest  number. 

QUESTION  7.  (a)  Should  the  limitations  of  stylus  writing  influence  the 
choice  of  a  union  style?  That  is  to  say,  should  only  one  style  be  chosen 
for  both  stylus  and  machine  writing  regardless  of  any  consequent  inconven- 
ience in  either  stylus  cr  machine  writing?   If  so,  which  style  should  bo 
chosen?   (b)  Or  would  it  be  feasible  to  prescribe  a  simple  style  for  stylus 
writing  apart  from,  or  in  addition  to,  the  choice  of  a  more  desirable  style 
for  printing  or  :ther  machine  writing? 

Consultant's  view:   If  one  union  style  is  to  be  chosen,  it  must 
accommodate  reasonably  the  stylus  writing  of  all  kinds  of  music.   The- 
limitations  of  stylus  writing  point  either  to  bar  by  bar  or  the  short- 
segmented  Continental  style.   Either  of  these  styles  should  include  the 
plan  of  bar-numbering  to  facilitate  alignment  of  parts  in  the  one  style 
and  numeral  repeats  in  both  styles.  Many  advanced  readers,  who  find  only 
relative  inconvenience  in  the  use   of  more  than  one  style,  would  probably 
prefer  that  a  simple  style  be  prescribed  for  stylus  writing  without  impos- 
ing unnecessary  restrictions  on   professionally  produced  music,  viz.,  a 
double  choice  of  styles.   This  would  entail,  for  the  second  time  in  our 
present  study,  a  modification  of  the  demand  by  UNESCO  for  <~nc  union  style. 
The  first  such  deviation  was  met  with  in  hand  alternation,  which  we  hold  to 
be  a  distinct  and  necessary  supplement  to  any  choice  of  style. 

The  Issue  of  Characteristic  Regional  Music 

It  is  true  at  least  in  part  that  the  several  styles  are  the  results  of 
regional  needs  and  that  these  styles  respectively  should  continue  to  servo 
such  needs.   For  example,  there  is  the  particular  regional  need  of  hundreds 
of  organists  and  teachers  in  Catholic  parishes  in  France  and  Quebec.   There 
is  the  particular  regional  need  of  organists  and  choirmasters  in  other 
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churches,  whoso  work  requires  voluminous  memorization.   There  is  "the 
characteristic  regional  need  for  teaching  material,  meetly  of  local 
publication,  for  students  in  local  schools  for  the  blind.  There  is  the 
characteristic  regional  need  for  dance  nusic  of  local  publication,  which 
music  is  sufficiently  scored  for  professional  blind  bandsmen  as  melodies 
with  abbreviated  indications  ef  harmony. 

Ue  cannot  escape  recognizing  the  fact  that  braille  nusic  printed  or  hand 
copied  for  any  one  of  these  characteristic  regional  needs  will  be  used 
almost  exclusively  in  the  region  for  which  it  is  produced,   '.."hen,  on 
comparatively  rare  occasions,  such  music  is  called  for  in  other  regions, 
it  will  reach  musicians  of  advanced  ability  who  can  adjust  to  any  style 
without  serious  difficulty. 

QUESTION  8.   Must  the  union  style  replace  the  several  characteristic 
regional  styles?  That  is  to  say;   Should  Catholic  music  and  Anglican  or 
other  church  music  be  written  in  the  same  style?  Should  local  teaching 
material  for  students,  say,  in  German  schools  for  the  blind  be  in  the  same 
style  as  that  for,  say,  American  schools?  Should  dance  nusic  be  scored 
in  the  Argentine  as  it  is  in  India? 

Consultant's  view:  A  union  stylo  should  be  found  and  proscribed  for 
all  classical  nusic  which  is  likely  to  have  international  use.   It  is  prob- 
able that  a  proper  emphasis  on  a  union  style  in  the  union  key  would  in  due 
course  of  time  influence  to  a  large  measure  all  regional  usages.   It  is  not 
likely  that  the  union  style  will  be  applied  immediately  to  regional  church 
r.usic,  regional  teaching  material,  or  regional  dance  music, 

4. 
The  Issue  of  Patterns  in  the  Nature  of  Compositions 

Exclusive  of  unmeasured  plainoong  and  certain  modern  compositions  in  free 
rhythm,  there  arc  chiefly  four  patterns  of  measured  music: 

a)  Music  consisting  of  comparatively  short  and  equal  bars  in  all  parts. 

b)  Music  consisting  of  longer  bars  in  one  part  and  shorter  bars  in  the 
other  part  or  parts. 

c)  Music  consicting  of  long  and  involved  bars  in  both  or  all  parts, 

d)  Piano  music  consisting  of  notes,  chords*  or  short  passages  alternated 
between  hands. 

There  are  those  who  will  hold  that  each  of  the  above  patterns  in  the  nature 
of  compositions  suggests  its  own  corresponding  and  best  suited  style  in 
braille, 

QUESTION  p. 

a)   Which  style  is  best  suited  for  music  in  which  bars  arc  relatively  short 
and  equal? 
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b)  Which  style  for  music  in  xvhich  bars  arc  long  in  one  part  and  short  in 
the  other  part  cr  parts? 

c)  Which  style  for  elaborate  music  in  which  bare  are  long  throughout? 

d )  Is  the  pattern  of  hand  alternation  necessary  as  a  supplement  to  any 
union  style? 

e)  The  all- import  ant  question:   Which  style-  would  be  best  suited  fcr  all 
of  the  foregoing  patterns  of  music? 

f)  Which  style  is  beat  suited  to  score  plainsong  and  modern  music  in 
free  rhyth::? 

The  consultant's  conclusions  "n  these  questions  and  on  earlier  ques- 
tions related  thereto  rust  be  left  open  until  a  full  analysis  can  be  made  cf 
answers  received  from  the  total  field.   However,  the  following  views,  already 
expressed,  nay  be  summarized : 

1.  A  union  style  of  the  widest  possible  application  must  be  stressed  in 
the  union  key  for  general  use  in  all  nusic  intended  fcr  international 
distribution. 

2.  The  convenience  of  bar- numbering  should  be  applied  to  all  basic  styles. 

5.   All  basic  styles  should  be  described  in  the  union  key  as  supplementary 
to  the  union  style  for  particular  purposes. 

4.  Hand  alternation  is  a  necessary  supplement  to  any  style. 

5.  In  all  braille  r.usic,  especially  in  classical  corpositiens ,  all  literary 
parts  (titles,  composers'  narees,  oublishcrs,  and  directions)  should  be  in 
uncontracted  braille,  and  the  style  and.  direction  of  chord  reading  should  be 
stated  at  the  beginning  of  the  transcription. 

QUBSTIOK  10.  If  uusic  is  divided  into  segments,  should  the  cegments 
coincide  with  the  staves  en  the  ink  page  or  should  they  be  made  according 
to  musical  phrasing? 

QUESTION  11.   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

"UEGTION  lp.   What  modifications  in  any  major  style,  not  suggested  in 
the  forego- ing  survey,  arc  desirable? 
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of  the  questiorraai-r-e-y-^hey-  are  urged  to  append  them  to  their  answers.. 


I.   Purpose 

The  purpose  of  the  program  and  study  herein  set  forth  is  to  achieve  if 
possible  on  the  world  level  in  the  braille  music  field  a  union  key,  a 
union  style  and  a  union  catalogue. 

II.   UNESCO  and  the  World  Braille  Council 

The  following  is  in  part  the  report  of  the  Consultative  Committee,  pub- 
lished early  in  1952« 

"The  Executive  Board  of  UNESCO  at  its  28th  session  in  October  1951, 
authorized  the  Director-General  to  establish  provisionally  a  World  Braille 
Council  attached  to  UNESCO  in  the  form  of  an  Advisory  Committee.   The 
Director-General  was  also  authorized  to  summon  a  committee  of  experts  to 
advise  him  on  the  composition  and  the  role  of  the  proposed  Council. 

"The  Consultative  Committee  for  the  creation  of  a  World  Braille  Council 
met  in  Paris  December  10-12,  1951*   It  v;as  composed  of  fifteen  members 
representing  the  following  countries:   India,  France,  Turkey,  Spain, 
Egypt,  Iraq,  England,  Yugoslavia,  Columbia,  Burma,  Union  of  South  Africa, 
Japan  and  the  United  States. 

"In  the  course  of  its  six  meetings,  the  Committee  prepared  draft  statutes 
of  the  future  World  Braille  Council  for  submission  to  the  Director-General; 
made  suggestions  as  to  methods  of  work  for  the  Council  and  the  tasks  which 
it  should  undertake;  and  suggested  names  of  specialists  on  braille  who 
should  be  invited  to  become  members  of  the  Council. 

"The  Committee  recommended  that  the  World  Braille  Council  program  should 
include  the  following  matters:   music  notation;  mathematical  and  science 
symbols;  the  compilation  of  an  international  catalogue;  the  establish- 
ment of  regional  councils  to  deal,  amongst  other  matters,  with  contracted 
braille;  and  assistance  in  the  continuation  and  coordination  of  uniform 
braille  systems  for  the  African  and  South-East  Asian  languages.  Consider- 
ing that  the  principle  of  the  braille  script  is  to  reflect  as  far  as 
possible  the  alphabet  and  orthography  as  used  by  the  sighted  for  a  par- 
ticular language,  the  Committee  divided  the  world  languages  into  eight 


zones, 


"The  Committee  proposed  that  the  composition  of  the  first  World  Braille 
Council  should  be  of  six  members  representing  the  various  language  zones, 
and  three  members  chosen  as  specialists  and  technicians.   The  following 
names  were  suggested  to  the  Director-General  of  UNESCO  by  the  Committee 
and  have  been  accepted  and  approved  as  the  membership  of  the  first  World 
Braille  Council: 

Kr.  John  Jarvis,  National  Institute  for  the  Blind,  London,  England 
Sr.  J.  Pardo  Ospina,  Fcderacion  Nacionai  de  Ciegos,  Bogota,  Columbia 
Mr.  Lai  Advani,  Ministry  of  Education,  New  Delhi,  India 
Mr.  Saycd  Abdel  Fattah,  Cairo,  Egypt 

Professor  Li  Fan  Kuei,  (Chinese,  Japanese  and  Korean  zones) 
Washington  University,  Seattle 
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Kr.  John  Wilson,  London,  England 

Mr.  L.  V .  Rodcnbcrg,  Illinois  School  for  the  31ind, 

Jacksonville,  Illinois 
Mr.  Pierre  Kcnri,  Paris,  France 

Sir  Olutha  Mackenzie,  Auckland,  New  Zealand 

"It  was  the  expressed  hope  of  the  Committee  that  the  Director-General  of 
UNESCO  v/ould  coon  convene  the  members  of  the  World  Braille  Council  and 
begin  the  important  international  v.'ork  of  this  group.   It  vis  recommended 
in  the  statutes  that  the  Council  should  meet  at  least  once-  every  five 

years,"  • 

No  meetings  of  the  World  Braille  Council  have  been  C3.11ed,  and  the  only 
official  action  taken  by  it  has  been  the  choice  by  correspondence  of  Sir 
Clutha  Mackenzie  as  chairman,  and  Mr.  Pierre  Henri  and  Mr.  John  Jarvis 
as  joint  vice-chairmen. 

In  the  fall  of  1952  the  Director  of  the  Department  of  Mass  Communications 

of  UNESCO  requested  L.  W,  Rodenberg  (the  writer  of  this  survey)  to  accept 
the  assignment  as  World  Braille  Council  Music  Consultant  to  prepare  a 
world  survey  of  the  music  field.   Thie  assignment  is  to  be  completed  by 
the  end  of  August,  1955-   -n  ^^  event  that  arrangements  can  be  effected 
successfully,  a  conf-. rencc  will  be  sponsored  either  by  UNESCO  or  by  the 
World  Council  for  the  Welfare  of  the  Blind  in  19!?4  for  the  purpose  of 
reaching  international  agreements  on  a  union  notational  text  including 
styles,  and  problems  of  union  cataloguing  and  distribution. 


III.   Definition  of  Terms 

Union  Key;   A  revision  of  the  international  music  manual  to  include  all 
symbols  and,  if  possible,  a  union  style. 

Style :   The  oattcrn  or  method  of  arranging  the  musical  score  on  the  braille 


Union  Style:   One  of  the  existing  styles,  or  modification  thereof,  to  be 

universally  accepted. 

Bar :   A  measure  in  the  rhythm  of  a  composition* 

C oi mt :   A  rhythmical  division  of  a  bar. 

Part:   The  notee  for  one  voice  or  for  a  single-toned  instrument,  or  the 

notes  for  either  hand  or  the  pedals  in  piano  and  orgen  music. 

Segment ;   One  ber,  or  more  often  several  bars,  in  the  braille  copy, 
written  as  a  separate  subdivision  or  "paragraph"  of  a 

composition. 

Bar-Numbc r i rig :   The  designation  of  the  bars  of  a  composition  or  major 

division  thereof  by  consecutive  numbers.   The  tran- 
scriber pencils  the  numbers  ibovo  or  be  low  the  bars  on 
the  print  copy,  beginning  with  "1"  for  the  first  full 
bar,  or  "0"  for  a  partial  bar  beginning  the  composition. 
Endings  are  included  in  the  sequence  of  numbering. 


Margin  Number:   A  bar  number  standing  at  the  head  of  a  segment  usually 

projecting  at  the  left  margin. 

Numeral  Repeats :   The  repetition  of  a  bar  excepting  a  last  preceding  bar, 

by  writing  the  bar-number  in  the  lower  level  after 
the  numeral  prefix;  or  the  repetition  of  two  or  more 
bars  by  writing  the  bar-number o  of  the  first  and  last 
bars  together. 

Stylus  Writing:  Hand-writing  with  a  stylus  on  the  ordinary  "slate"  or 
" ~       "tablet." 

Machine  Writing:  Writing  on  a  braille  "typewriter"  or  on  a  stereotyping 

machine,  on   which  the  written  matter  is  "visible." 

Hand  Transcribers:   An  individual  copyist,  either  a  blind  musician  or  a 

seeing  volunteer  copyist.. 

Embosser t  One  who  prepares  plates  for  printing. 

Catalogue:   A  formal  list  of  available  compositions  cither  hand-copied 
or  printed,  for  general  distribution. 


IV,   Proposed  Total  Reforms 

Vide  reforms  in  braille  music  notation  have  been  proposed  from  time  to  time 
which  would  annul  all  existing  catalogues.  Bon  Gabriel  Abreu  of  Madrid, 
Spain,  in  1855  attempted  to  establish  the  use  of  a  special  braille  music 
cell  of  eight  points,  arranged  two  wide  and  four  high.  Alejandro  Meza  of 
Mexico  in  1925  first  proposed  the  writing  of  chords  as  note-heads  dropped 
to  the  lower  level,  which  would  have  required  the  interchange  of  meanings 
of  at  least  fourteen  of  the  basic  signs. 

More  recently,  and  of  challenging  value,  a  most  sweeping  reform  known  as 
the  "Uniform  Note  System"  was  brought  out  by  Paul  T.  Mayhew  of  London 
(1949),  who  was  for  many  years  director  of  music  transcription  at  the 
National  Institute  for  the  Blind.   A  key,  entitled  "Uniform  Note  System", 
fully  treating  all  phases  of  notation  in  the  integrated  principles  of  the 
reform,  was  published  by  the  National  Institute  for  the  Blind,  Great  Port- 
land Street,  London,  England,  in  195- •   ^n  his  foreword  to  this  book, 
Sinclair  Logan,  Secretary  of  the  Music  Department  of  the  N.I.B.  wrote  in 
part:   "In  conclusion,  I  would  remind  those  who  read  this  book  that,  two 
years  ago,  a  committee  of  experts  representing  all  facets  of  the  musical 
profession,  .  .  .  met  and  held  a  critical  discussion  of  the  same,  in  the 
cresence  of  Mr.  Mayhew  himself.   At  the  close  of  the  discussion  the 
''Uniform  Note  System'  was  unanimously  declared  to  be  'far  and  away  in  .ad- 
vance of  the  existing  method'." 

Shortly  following;  the  first  announcement  of  this  system,  a  digest  thereof 
with  a  questionnaire  was  made  at  the  Illinois  School  for  the  Blind  and 
distributed  to  a  considerable  number  of  persons  in  the  United  States  and 
Canada.   Later  an  analysis  of  answers  to  the  questionnaire  was  prepared 
and  distributed  to  participants  in  the  study.   At  the  meeting  of  the  Mid- 
western Music  Teachers  Section  of  the  American  ..scociation  of  Instructors 
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for  the  Blind,  Vic  Id  in  the  fall  of  1951  at  the  Missouri  School  for  the 
Blind  in  St.  Louis,  the  purposes  and  advantages  of  the  reform  system  v;cre 
presented. 

Space  will  hero  permit  mention  of  only  a  few  of  the  central  ideas  of  the 
Mayhcw  reform.  To  obviate  the  ''mental  strain"  for  beginners  which  the 
arbitrary  signs  of  ordin  ry  music-braille  impose,  Mr.  Mayhcw  uses  the 
alphabetic  letters,  "a  b  c  d  e  f  g"  for  quarter  notes  (crotchets).   Other 
note  values  are  derived,  as  in  the  present  notation,  by  the  addition  of 
lov.'cr  point-.   Interval  signs  for  chords  are  not  used,  but  instead,  the 
intervals  arc  represented  as  actual  letter  note-heads  dropped  to  the  lower 
cell.   These  interval-notes  arc  read  downward  in  the  treble. 

Since  the  designation  of  notes  as  alphabetic  letters  decs  not  prevail  in 
certain  countries,  the  advantage  of  the  letter-notes  may  not  be  recognized 
universally. 

In  weighing  the  value  of  the  Uniform  Note  System,  we  must  in  the  main  bal- 
ance against  each  other  two  fundamental  issues;   (l)  the  seriousness  of 
difficulty  fcr  beginners  in  learning  and  applying  seven  arbitrary  signs 
for  notes  and  seven  arbitrary  :igns  for  intervals;  and  (2)  the  seriousness 
of  cost  in  time  and  effort  involved  in  sacrificing  all  existing  catalogues. 
The  sacrifice  would  affect  upwards  of  200,000  stereotyped  plates,  whose 
replacement  cost  would  probably  reach  a  million  dollars  and  would  require 
many  years  of  painstaking  labor.   The  estimate  does  not  include  the  value 
of  tens  of  thousands  of  hand-copied  transcriptions.   Mention  must  also  be 
made  of  the  interim,  of  confusion  which  would  be  imposed  on  readers,  es- 
pecially teachers. 

The  questionnaire  referred  to  above  revealed  that  the  great  majority  of 
those  who  engaged  in  the  study  considered  the  second  issue  (sacrifice)  to 
be  more  serious  than  the  first  (the  claimed  "mental  strain"  for  beginners). 
The  St.  Louis  meeting,  also  mentioned  above,  which  consisted  of  teachers  of 
the  blind  in  the  middlewest,  voted  unanimously  to  go  on  record  as  opposing 
the  Mayhcw  reform. 

It  is  interesting  to  note  that  a  similar  situation  exists  in  the  world  of 
ink-printed  music,  in  which  there  is  a  retention  of  archaic  symbols  which 
are  even  more  irrational  than  anything  in  the  braille  system.   Suggested 
reforms  in  print  usage  have  been  waived  consistently  in  favor  of  the  ac- 
cepted value  ef  vast  accumulations  of  publications.   A  conservative  atti- 
tude, similar  tc  this,  is  to  be  encountered  in  the  braille  world. 

However,  the  English-speaking  world  and  countries  having  languages  of 
Teutonic  origin,  which  together  represent  an  appreciable  portion  of  the 
world's  braille  mueic  readers,  may  net  wish  to  dismiss  the  Mayhcw  reform 
summarily,   I  do  not  know  at  this  writing  what  is  the  extent  of  support  for 
the  reform  in  3-rcat  Britain  outside  the  immediate  following  which  so  far 
has  gathered  about  Mr.  Mayhew.   Nor  can  I  foresee  how  wide  would  be  any 
interest  in  the  reform  if  a  systematic  study  thereof  were  proposed  in  all 
the  countries  employing  literal  nomenclature.   And  as  regards  the  reaction 
to  the  reform  in  America,  I  make  no  claim  to  having  covered  the  subject  or 
the  field  adequately.   The  study  which  I  conducted  was  made  by  a  group  of 
aparcximatcly  one   hundred  teachers  and  other  musicians.  My  questionnaire 
discovered  little  if  any  real  enthusiasm  in  support  of  the  total  reform — 
so  little,  in  fact,  that  courage  is  wanting  for  me  and  probably  for  others 
to  shoulder  further  and  wider  study. 


Nevertheless  the  questionnaire  disclosed  a  willingness  on  the  part  of  a  few 
teachers  in  schools  for  the  blind  to  test  with  their  beginning  students  the 
proposed  system,  provided  satisfactory  teaching  material  were  forthcoming 
from  London. 

Indeed,  the  latter  suggestion  points  to  the  fact  that  experimentation  on  a 
wide  scale,  supported  from  London,  is  the  only  conceivable  way  that  the  re- 
form might  be  advanced.   Such  experimentation  cannot  be  included  or  conclud- 
ed within  the  time  limit  set  by  UNESCO  for  international  agreement  under  the 
present  schedule,   './ithout  such  experimentation,  or  at  least  without  much 
more  experience,  with  the  system,  the  world  cannot  be  expected  tc  make  a 
forthright  adoption  of  the  reform.   If  the  world  can  be  oriented  thereto 
eventually,  such  an  eventuality  must  be  left  to  a  future  schedule  of  effort. 
Therefore,  as  World  Braille  Council  Music  Consultant,  I  must  be  guided  by 
the  principle  that  no  total  reform  nor  even  any  change  in  code  or  style  should 
be  adopted  that  would  destroy  existing  catalogues. 

V.   Styles:   Their  Origin,  Description  and  Illustration 

Louis  Braille  applied  his  newly  created  notes  first  to  Gregorian  Chant  of 
the  Roman  Catholic  Church,  in  which  he  had  early  training  and  with  which  he 
had  life-long  concern  as  a  teacher  and  church  organist.   Unlike  modern  music, 
Gregorian  Chant  flows  not  in  rhythmic  bars  but  in  phrases.   Possibly,  there- 
fore, Louis  Braille's  scoring  of  keyboard  parts  in  phrases  was  natural  and 
seemingly  necessary.   H^  used  the  abbreviations  "m.d."  and  "m.g."  for  the 
French  words  "main  droite"  and  "main  gauche"  (right  hand  and  left  hand)  at 
the  indented  beginnings  of  alternated  phrases.   Hie  consistency  led  him  to 
adapt  the  same  plan  to  secular  music,  and  this  plan  was  long  accepted  as 
orthodox  after  the  braille  system  crossed  French  frontiers  into  other  lands. 
This  style  still  prevails  throughout  Europe  in  one  form  or  other;  and  even 
in  amcrica  its  use  continues  to  some  degree -not  so  much  because  of  pref- 
erence for  it,  but  because  much  valuable  music  thus  printed  is  not  other- 
wise available.   We  shall  hereafter  refer  to  the  "m.d."  "m.g."  arrangement 
as  the  "Continental  style".   Although  the  newer  styles  are  generally  favored, 
the  Continent  >.l  style  still  has  many  advocates,  especially  for  ballads, 
hymns,  and  ether  melodic  mueic,  perhaps  because  of  th-_  downward  reading  of 
chords  in  the  treble.   Originally  in  the  Contin  ntal  style,  segments  were 
numbered  consecutive  ly  in  the  right  hand  part.   *-T-.ever,  in  the  following 
illustration,  the  newer  right  and  left  hand  signs  (4-6,  5— A— 5  and  4-5-6, 
5-4-5)  arc  used. 

In  recent  ue:.ge,  to  aid  blind  teachers  of  the  seeing,  the  ink-print  pagina- 
tion is  shewn  by  placing  the  print  page  number  or  numbers  in  the  lowest 
line  and  by  placing  the  sign  5  2-5  between  spaces  where  a  new  print  page 
begins. 

The  following  excerpt  is  taken  from  a  transcription  made  in  Paris  in  I952» 
Because  smaller  pages  arc  generally  used  in  French  transcriptions,  the  size 
of  page  (22  lines  and  26  spaces)  is  here  reproduced.   Intervals  are  read 
downward  in  the  treble  xnd  upward  in  the  bass.   The  consecutive  segment 
numbers  are  in  the  lower  part  of  the  cell. 

(Sec  Illustration  1  in  accompanying  braille  pamphlet.) 
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Consultant ' s  Suggestion  for  improving 
the  Continental  Style 

The  following  illustration  presents  an  entirely  new  pattern.   Intervals 
arc  read  upward  throughout.  Octave  marks  begin  all  bare.   Bar-numbering 
is  applied  throughout  and  repeats,  excepting  a  last  bar  repeat,  are  made 
by  the  use  of  bar- numbers.   Every  segment  of  right  hand  begins  with  the 
bar-number  of  its  first  bar,  being  placed  with  numeral  prefix  at  the  left 
margin.   Bar-numbers  without  numeral  prefixes  stand  between  spaces  before 
all  inner  bars.   The  sign  for  left  hand  stands  at  the  left  margin  before 
the  first  bar  for  left  hand  in  every  segment.   If  the  segment  for  either 
hand-part  requires  more  than  one  braille  line,  the  second  and  lov;cr  lines 
are  indented  two  spaces.   ',.'hen,  at  the  end  of  any  line  of  braille  there 
vould  be  csace  for  only  a  bar-number,  it  is  placed  at  the  beginning  of  the 
next  line.   Segments  should  contain  fro:::  four  to  eight  bars  and  should  be 
made  at  natural  divisions,  except  when  it  is  desirable  to  ehow  the  ink-print 
pagination.   In  the  latter  event,  the  print  page  number  or  numbers  stand  in 
the  lowest  line  of  the  braille  page.   In  such  transcriptions  the  segments  are 
made  to  coincide  with  the  staves  in  print.   The  number  of  the  stave,  without 
numeral  prefix,  stands  before  the  marginal  sign  for  left  hand.   In  organ 
mueic  the  segment  fsr  the  pedals,  introduced  at  the  margin  by  the  sign 
4-5  5-4-5,  fellows  the  segment  for  left  hand. 

(See  Illustration  2  in  accompanying  braille  pamphlet.) 

******** 

The  difficulty  of  aligning  hand-parts  in  the  Continental  style,  especially 
in  elaborate  sodern  music,  early  distressed  many  blind  .musicians.   Complaints- 
began  to  be  voiced  here  and  there,  and  in  1908,  Mr.  H.  E  .  Piatt  of  England 
inaugurated  a  movement  for  general  improvement  in  braille  music  through  his 
forceful  paper  entitled  "Kusic  for  the  Blind  as  a  Recreation,  Education  and 
Profession"  which  he  read  at  the  Manchester  Cenforence.   Suggestions  for 
improvement  began  to  be  worked  out,  some  coming  from  France  and  Germany. 
International  correspondence  was  interrupted  by  World  V/ar  I,  but  studies 
continued  in  England.   In  1917  e  pamphlet,  "Additions  to  Braille  Jaieic 
Notation",  was  oublished  in  London  announcing  the  styles  of  vortical  score 
and  bar  by  bar. 

In  vertical  score,  as  the  terre  suggests,  the  simultaneous  scoring  of  all 
parts  is  upward  fron  the  bass,  either  as  full  chords  or  as  part-bar  sec- 
tions and  in-accerds.   In  this  style  the  reading  finger  comprehends  the 
total  score,  so  that  "sight  reading"  and  memorization  are  often  greatly 
facilitated.   In  Great  Britain  this  style  has  been  much  used  for  hymns  and 
choral  arrangements.   In  elaborate  music  thisstyle  often  affords  (if  skill- 
fully treated)  a  clear  way  of  representing  th^  score.   Th^'  composition  is 
divided  into  segments  which  ere  numbered  consecutively. 

(Sec  Illustration  5  i-a  accompanying  braille  pamphlet.  ) 

a)  Hymn 

b)  Piano 

******** 
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Frequently  in  compositions  for  piano,  the  hands  alternate  in  playing  notes, 
chords:,  er  broken  arpeggios  and  ether  passages.   Such  music  is  most  clearly 
written  in  braille  by  alternating  the  hand-parts  (as  they  arc  played)  in 
the  same  continuous  line.   Rand-signs,  each  followed  by  the  appropriate 
octave  mark,  are  placed  before  the  notes,  chords,  or  parte  of  broken 
passages  as  required.   When  the  pattern  has  been  clearly  rxt,  and  if  it 
continues,  the  word  "simile"  or  its  abbreviation  dismisses  the  use  of  hand 
and  octave  eigne  until  the  pattern  changes,  when  the  reappearance  of  hand- 
signs  will  make  the  intention  clear.   If  in  such  music  there  are  sustained 
notes,  these  arc  written  as  stem-signs  or  in-accordc. 

If  the  hand  alternation  style  is  not  used,  the  transcriber  is  obliged  to 
substitute  rests  in  the  separate  bars.   Almost  always  the  latter  plan  im- 
poses a  hardship  on  the  reader.   Hand  alternation,  therefore,  should  be 
considered  a  basic  style,  to  be  employed  when  required,  as  a  supplement  to, 
or  variation  of,  any  other  style.   This  style,  unnamed,  was  described  by  itc 
British  inventors  in  1917  ^s  a  variation  of  vertical  score.  However, 
alternation  quite  frequently  has  no  relationship  with  the  fundamental 
principle  of  vertical  score  and  should  be  considered  as  a  distinct  style. 
If  there  is  to  be  a  union  stylo,  it  must  permit  the  employment  of  hand 
alternation  on  occasion, 

(See  Illustration  4  in  accompanying  braille  pamphlet.) 

a)  Primary  Piano 

b)  Organ 

c)  Piano,  mere  difficult. 


******** 

In  the  stylo  of  bar  by  bar,  the  first  bar  for  left  hand  is  followed  after 
a  space  by  the  first  bar  for  right  hand;  in  organ  music  the  bar  for  pedals 
stands  first  in  order,  preceding  the  bar  for  left  hand.   The  bar-line, 
points  l-2-5>  between  spaces  follows,  the-  bar  for  right  hand.   The  signs 
for  the  sedals,  left  hand,  and  right  hand  (4-5  5-4-5,  4-5-6  5-4-5,  4-6 
5-4-5)  arc  written  only  in  the  first  bar.   The  second  bar  and  succeeding 
bars  follow  with  the  parts  in  similar  order.   The  pitch  or  octave  is  marked 
at  the  beginning  of  each  bar  in  all  parts.   At  any  point  the  style  may  be 
altered  into  vortical  score  or  hand  alternation  if  the  score  so  requires. 
Bar  by  bar  has  boon  used  extensively  in  Great  Britain  and  to  a  limited 
extent  in  some  other  countries. 

The  following  illustration  is  copied  from  a  transcription  made  at  the 
National  Institute  for  the  Blind,  London,  in  1942.   Segments  coincide 
with  the  staves  on  the  ink-print  page  and  the  print  page  and  stave  num- 
bers are  shown  in  parentheses  at  the  beginnings  of  segments.   This  ar- 
rangement is  of  great  service  to  blind  teachers  of  seeing  pupils  and, 
besides,  obviates  the  need  for  other  markings  of  segments. 

(See  Illustration  5  in  accompanying  braille  pamphlet.) 


******** 
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Consultants  Suggestion  for  Modifying 
Bar  by  Bar 


Segments  of  from  four  to  eight  barr;  should  be  made  whenever  possible  accord- 
ing to  musical  phrasing  or  rhythmical  division  instead  of  coinciding  with 
lines  or  staves  on  the  print  copy.   However,  at  the  indented  beginnings  of 
such  segments  the  print  pagination  should  be  shown — the  page,  the  line  en 
the  page,  and  the  bar  in  the  stave  which  begins  the  segment.   This  will 
suffice  for  the  blind  teacher  te  direct  his  seeing  pupil  to  positions  on 
the  orint  copy.   Bor-numbers  without  prefixes  should  stand  between  spaces 
before  all  bars  after  the  bar-line,  the  cipher  indicating  a  partial  bar 
when  such  begins  the  piece.   Distant  repeats  should  be  indicated  by  the 
use  of  bar-numbers. 

(See  Illustration  6  in  accompanying  braille  pamphlet.) 

******** 

Shortly  after  1917j  when  information  of  the  new  British  styles  reached  the 
United  States,  it  inspired  an  experiment  in  these  and  related  patterns. 
Fourteen  variations  resulted,  which  were  printed  and  distributed  for  study, 
one  of  the  variations — -which  was  actually  bar  by  bar  in  parcllel  score  with 
measure-numbering — received  almost  unanimous  preference,  and  is  now  called 
bar  over  bar.   while  many  vocal  and  instrumental  ensembles  may  be  written 
to  advantage  in  bar  over  bar,  this  style  has  been  used  chiefly  in  piano 
music  printed  in  the  United  States.   The  1925  Key  to  Braille  Music  Notation, 
authorized  for  use  in  the  United  States,  indicated  this  style  for  use  when- 
ever the  nature  of  compositions  permits,  but  the  key  else  indicated  other 
styles  for  compositions  of  exceptional  difficulty. 

In  bar  by  bar 4  parallels  of  two  lines  are  used  for  piano  and  three  lines 
for  organ.   Corresponding  bars  begin  in  the  same  vertical  space  in  the 
parallel.   An  octave  mark  begins  every  bar.   The  line  for  right  hand  be- 
gins with  the  bar  number  of  the  first  full  bar  in  the  parallel.   The 
margin  number  is  followed  close-up  by  the  sign  for  right  hand,  and  the  sign 
for  left  hand  stands  under  that  for  the  right  hand.   Thus,  the  hand  signs 
form  a  column  with  projecting  numbers  to  guide  the  fingers,  and  against 
this  framework  the  music  is  laid  cut  on  the  page,  resembling  the  parallels 
of  staves  on  the  print  copy.   When  bars  are  incomplete  at  the  ends  of 
parallels,  the  bars  for  right  and  left  hand  are  broken  at  corresponding 
points  if  possible.   Repeats  of  distant  bars  arc  indicated  by  the  use  of 
bar  numbers i 

(See  Illustration  7  in  the  accompanying  braille  pamphlet.) 

******** 

When  it  is  desirable  to  show  the  print  pagination  in  bar  over  bar,  the  print 
page  number  should  stand  at  the  center  or  right  of  the  lowest  line  on  the 
braille  page.   If  the  braille  page  includes  more  than  one  print  page,  the 
print  page  numbers  should  stand  together  without  a  space.   In  braille  a  new 
parallel  should  be  taken  at  the  beginning  of  every  new  stave  in  print,  and 
the  number  of  the  stave,  without  numeral  prefix,  should  stand  close-up  be- 
fore the  marginal  left  hand  sign  in  only  the  first  braille  parallel  of  the 


stave.   Long  repeats  may  be  broken  to  show  the  staves. 
(See  Illustraticn  8  in  the  accompanying  braille  pamphlet.) 


******** 

The  following  illustration  presents  the  adaptation  of  bar  over  bar  in 
studios  and  pieces  for  piano  forte  examinations  as  printed  at  the  National 
Institute  for  the  Blind,  London.   The  ink-print  pagination  ie  shewn  in  the 
free  lines  between  parallels  above  the  bars.   Bar-numbering  is  not  employed 

(See  Illustration  9  in  the  accompanying  braille  pamphlet.) 

******** 

A  variation  of  bar  over  bar,  Called  count  over  count,  may  be  used  for 
elaborate  piano  music  when  the  bars  require  more  than  a  line  of  braille. 
The  shorter  part  is  broken  between  counts  by  the  music  "hyphen"  (point  5), 
and  the  following  co^.nt  begins  in  the  same  vertical  space  in  the  parallel 
as  the  longer  part.   V/hen  an  incomplete  bar  continues  in  the  next  parallel 
and  occupies  all  of  the  parallel,  "continuation  dots"  (point  6)  arc  placed 
befcrc  the  right  hand  line  to  replace  the  marginal  bar-number.   While 
count  over  count  requires  tore  space,  it  presents  a  clear  relationship 
between  hand-parts  without  the  encumbrance  of  bar-sections  and  short 
in-accords,  although  the  latter  may  occasionally  be  necessary  in  either 
or  both  parts.   The  advantages  of  bar  over  bar  and  count  over  count  arc 
(l)  that  either  part  may  be  read  continuously  to  any  desired  length,  (2) 
that  corresponding  parts  may  be  collated  at  any  point,   (5)  that  the 
reader  can  quickly  find  his  position,  and  (4)  that  repeats  with  or  with- 
out changes  of  markings  can  be  made  with  the  greatest  facility  and 
clarity.   The  disadvantages  are  (l)  that  more  space  is  required,  with  a 
consequent  increase  in  cost,  and  (2)  that  in  elaborate  compositions  more 
skill,  patience,  and  time  are  required  of  the  embosser  to  effect  a  neat 
score. 

(See  Illustrations  10  and  11  in  the  accompanying  braille  pamphlet.) 

******** 

Other  patterns  than  those  described  and  illustrated  in  this  survey  have 
been  devised  and  used  more  or  less  extensively*   Those  other  styles  have 
not  been  included  because,  in  the  consultant's  judgment,  they  present 
difficulties  tc  the  reader  or  to  the  transcriber  which  would  probably 
exclude  them  from  consideration  in  choosing  a  union  style* 

Of  special  note  among  these  other  stylos  is  one  devised  by  M.  Rcmy  Clavers 
of  Paris  and  included  in  the  1929  internaticnal  key.   The  Clavers  method 
presents  a  division  of  the  braille  page,  the  upper  half  consisting  of 
segments  for  the  right  hand  (coinciding  with  the  print  staves),  and  the 
lower  half  consisting  of  the  corresponding  segments  fcr  the  left  hand. 
An  ingenious  plan  of  markings  indicates  the  ink  page  and  stave  numbering. 

-10- 


When  the  print  page  io  not  completed  on  the  braille  page,  the  following 
braille  page  cr  part  thereof  is  similarly  divided.   The  chief  objection 
to  this  nethod  is  that  the  transcriber  is  compelled  to  make  a  preliminary 
copy  with  the  left-hand  lines  in  inverted  order,  so  that  when  the  finished 
copy  is  being  made,  the  proper  division  of  the  page  can  be  effected  by 
reversing  the  lines. 

Another  method,  not  illustrated  herein,  consists  of  separate  scoring  of 
hand  parts,  with  bar-numbers  standing  at  the  left  margin  in  a  column 
separated  from  the  rrusic  by  a  free  space.   Distant  repeats  arc  indicated, 
as  in  bar  over  bar  by  tha  use  nf  bar-»aamb^rs. 


******  ** 

************ 

******** 


VI.  Choice  among  Four  Basic  Styles 

In  the  preceding  section,  v/e  have  presented  six  styles  in  the  forms  in 
which  they  are  now  used  locally.   Several  other  variationc  of  stylus  have 
not  been  included*   Basically  there  are  only  four  styles  in  which  measured 
polyphonic  nusic  can  be  scored.   Stripped  of  their  local  elaborations,  the 
four  basic  styles  ore: 

1,  Separate  scoring  of  each  part  throughout  the  composition,  as  in  en- 
sembles  for  group  reading,  or  as  in  some  earlier  piano  music  in 
braille. 

2.  Simultaneous  scoring  of  parts,  as  in  vertical  score  and  the  hand 
alternation  style. 

5.   Alternate  scoring  of  parte,  bar  by  bar. 

4.   Parallel  scoring  of  parts,  bar  over  bar  or  count  over  count. 

If,  now,  we  arc  to  attempt  to  find  a  union  style,  v/e  must  weigh  the  value 
of  each  of  the  four  basic  styles  in  the  light  of  its  eerviceableness  to  the 
average  of  all  readers,  and  in  the  light  of  its  convenience  to  the  average 
cf  all  transcribers.   When  our  study  has  been  completed 

a)  we  vfill  have  chosen  one  of  the  basic  styles  in  its  current  elaboration 
as  satisfactory  for  all  music;  or, 

b)  we  will  have  chosen  one  of  the  current  styles  for  the  greater  area  of 
use,  while  re  contending  other  styles  for  specific  areas  of  use — which  com- 
promise is  not  the  present  view  taken  by  UNESCO;  or, 

c)  we  will  have  created  a  new  fornat  for  general  use  by  combining  desir- 
able features  of  two  or  more  of  the  basic  styles. 

In  any  event,  existing  catalogues  will  not  be  annulled. 

In  pursuing  our  study,  we  must  face  squarely  the  actual  facts,  needs  and 
circumstances  which  surround  the  reading,  the  writing,  and  the  printing  of 
braille  music.   One  by  one  the  cardinal  facts,  needs  and  circumstances  must 
be  isolated,  interrogated  'and  judged.   From  our  total  judgments  (if  earnestly 
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and  impartially  concluded)  there  will  emerge  a  rational  3olution  of  a 
universally  vexing  problem.   Following  arc  the  major  issuer: 

1. 
The  Issue  of  Group  Averages 

r.'e  must  be  guided  by  the  ethical  principle  which  demands  the  greatest  good 
for  the  greatest  number.   Therefore,  in  choosing  a  union  style,  the  average 
or  middle  level  of  both  readers  and  transcribers  is  of  primary  importance. 
The  chief  groups,  whose  averages  of  need  and  ability  rust  be  considered,  are 
these: 

a)  Children  in  residential  and  day  schools  for  the  blind  throughout 
the  world.   They  constitute  by  far  the  largest  single  group. 

QUESTION  1.   which  basic  style  would  afford  this  group  the  greatest 
facility  in  reading? 

Consultant's  view:   First,  bar  over  bar  or  seme  modification  thereof, 
or  secondly,  the  short  segmented  Continental  style  with  bar  numbering 
applied  throughout. 

b)  Blind  teachers  of  cither  blind  or  seeing  children — the  second 
largest  group.   The  first  need  of  this  group  is  for  a  style  which  affords 
rapid  reading  of  any  part  without  prior  memorization  and  which  easily  re- 
veals the  structure  of  an  unfamiliar  composition. 

QUESTION  2.   Which  style  would  afford  this  group  the  greatest  facility 
in  reading? 

Consultant's    views      The    same   as   for   Question   1; 

c)  Seeing  teachers  of  blind  children  (often  newcomers  in  the  field) 
whether  in  or  outside  schools  or  classes  for  the  blind — a  small  group  but 
important  because  of  its  influence.   The  need  of  this  group  is  for  a  braille 
style  which  affords  a  normal  appearance  and  a  ready  alignment  between  the 
braille  and  printed  copies. 

QUESTION  J.   Which  style  would  give  this  group  the  greatest  accommo- 
dation? 

Consultant's  view:   The  same  as  for  Questions  1  and  2, 

d)  Amateur  musicians  and  newly  blinded  adults,  interested  chiefly  in 
hymns,  ballads,  and  other  simple  music.   The  need  of  this  group  is  for  a 
stylo  which  has  the  simplest  and  most  normal  arrangement. 

QUESTION  4.   Which  style  would  be  meet  likely  to  afford  this  group 
the  greatest  facility  in  reading? 

Consultant's  views   .oaatcur  musicians  are  quite  likely  tc  engage  in 
slow  memorization  rather  than  in  rapid  reading.   The  melodise  of  hymns  and 
ballads  arc  often  of  first  interest  to  time:.   Melodies  Bhould  be  scored 
separately  above  the  instrumental  arrangement.   Styles  in  their  order  of 
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preference  for  this  group  would  be,  first,  bar  ever  bar,  secondly,  the 
short  segmented  Continental  style,  and  thirdly,  bar  by  bar. 

e)  Volunteer  transcribers  and  private  readers  for  blind  musicians — 
a  snail  group  of  such  importance  that  we  must  make  compromises  with  its 
average  capacity  and  training.   This  group,  perhaps  more  than  any  other, 
requires  a  simple  union  style  in  which  it  can  be  given  concentrated  train- 
ing and  which  it  can  employ  in  whatever  transcriptions  it  is  asked  to 
undertake. 

'QUESTION  p.   Which  basic  style  affords  the  greatest  convenience  tc 
the  average  volunteer  transcriber? 

Consultant's  view:   Many  transcribers,  because  of  the  more  normal 
arrangement  of  bar  over  bar,  might  be  disposed  to  favor  this  style,  cspe— • 
cially  if  modern  writing  machines  are  used.   They  are  called  on  more  often 
to  work  with  elaborate  music  than  with  simpler  works.   This  group  cannot 
bo  expected  to  raster  the  complexities  of  simultaneous  scoring  as  in  ver- - 
tJCal  score  and  its  variations.   Neither  can  this  group  be  expected  to  labor 
in  complicated  music  with  the  difficulty  of  arranging  the  score  bar  over 
bar  or  count  over  count,  esoccially  in  stylus  writing.   Therefore,  the 
choice  for  this  group  would  be  either  short  segmented  Continental  style 
or  bar  by  bar — preferably  with  bar-numbering  applied  throughout. 

f)  Advanced  students  in  secondary  schools  and  conservatories  and 
professional  blind  musicians — a  large  group  whose  reading  ability  is  far 
above  the  average  of  all  others.   This  group,  with  greater  or  looser 
facility,  can  use  any  style,  provided  the  tranecri  rtion  is  annotated  to 
explain  the  use  of  style  and  the  direction  of  chord  reading.   This  group 
engages  chiefly  in  memorization,  .and  its  chief  need  is  for  definite  con- 
venience in  the  alignr.ent  of  corresponding  parts. 

QUESTION  6.   If  one  style  must  be  recommended  for  advanced  and  pro- 
fessional musicians,  which  of  the  basic  styles,  however  modified,  would 
afford  them  the  greatest  facility  in  memorization? 

Consultant's  view:   Limitation  to  choice  of  only  one  style  for  this 
group  is  extremely  distressing.   We  must  take  into  account  the  recommen- 
dation of  stylo  made  for  volunteer  transcribers  whooc  service  is  so  largely 
relied  on  in  many  countries  by  the  advanced  group.   The  style  to  be  recom- 
mended would  be  either  short  segmented  Continental  style  or  bar  by  bar — with 
bar-numbering  applied  throughout. 

2. 

The  Issue  cf  Stylus-Writing  versus  Machine-Writing 

Stylus  writing  will  emtinue  in  all  parts  of  the  world  indefinitely  by  r.any 
blind  people  and  by  some  transcribers.   There  arc,  indeed,  these  who  prefer 
stylus  writing,  while  r.any   cannot  procure  ~r  afford  writing  machines.   Tab- 
lets (or  slates)  are  quite  usually  limited  in  length  of  line  tc  26  or  28 
cell  spaces,   ivuch  cf  the  available  braille  writing  paper  is  cut  to  a  size 
to  accommodate  writing  on  the  short  tablets. 
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The  styles  of  bar  ever  bar  and  count  ever  count  are  difficult  en  the  tablet, 
especially  for  blind  persons.   The  marginal  bar-numbers  and  hand-signa  fur- 
ther shorten  the  line  so  that  parallel  scoring,  particularly  of  elaborate 
v-usic,  cannot  be  recommended  for  ctylu3  writing.   The  other  basic  styles 
employ  continuous  line  writing,  which  is  essential  on  the  tablet. 

Machine  writing  of  braille  music,  whether  on  hand  v/riters  or  stereotyping 
machines,  will  increase  throughout  the  world  as  tine  goes  on,  thereby  de- 
creasing the  need  for  stylus  writing. 

More  and  more  presses  will  enter  the  music  field  and  mere  and  more  volunteer 
transcribers  will  procure  machines.   Already  (and  this  is  most  important) 
printed  or  machine  produced  braille  music  is  read  by  the  vast  majority  of 
braille  readers.   This  majority  will  continue  to  increase. 

All  the  basic  styles  can  be  used  in  machine  writing.   The  styles  which  we 
have  excluded  fro:.1  stylus  writing  (bar  ever  bar  and  count  over  count)  must 
be  given  their  just  consideration  for  machine  writing*   If  it  is  true,  as 
we  have  previously  expressed  the  view,  that  parallel  score  facilitates  resid- 
ing for  several  major  groups — and  those  comprising  a  large  majority — a  n^w 
and  rational  conclusion  may  be  necessary.   Wc  must  weigh  the  issue  of  de- 
creasing stylus  writing  against  the  issue  of  the  greatest  facility  in 
reading  for  the  greatest  number. 

QUESTION  7.  (a)  Should  the  limitations  of  stylus  writing  influence  the 
choice  of  a  union  style?  That  is  to  say,  should  only  one  style  bo  chcoon 
for  both  stylus  and  machine  writing  regardless  of  any  consequent  inconven- 
ience in  either  stylus  or  machine  writing?   If  so,  which  style  should  be 
chosen?   (b)  Or  would  it  bo  feasible  to  prescribe  a  simple  style  for  stylus 
writing  apart  fro™,  or  in  addition  to,  the  choice  of  a  more  desirable  style 
for  printing  or  -ther  machine  writing? 

Consultant's  views   If  one  union  style  is  to  bo  chosen,  it  must 
accommodate  reasonably  the  stylus  writing  of  all  kinds  of  music.   The 
limitations  of  stylus  writing  point  either  to  bar  by  bar  or  the  short- 
segmented  continental  stylo.   Either  of  these  styles  should  include  the 
■olan  of  bar-numbering  to  facilitate  alignment  of  parts  in  the  one  style 
and  numeral  repeats  in  both  styles.  Many  advanced  readers,  who  find  only 
relative  inconvenience  in  the-  use  of  more  than  one  style,  would  probably 
prefer  that  a  simple  stylo  be  prescribed  for  stylus  writing  without  impos- 
ing unnecessary  restrictions  on   professionally  produced  music,  viz.,  a 
double  choice  of  stylos.   This  would  entail,  for  the  second  time  in  our 
present  study,  a  codification  of  the  demand  by  UNESCO  for  ^nc  union  stylo. 
The  first  such  deviation  was  met  with  in  hand  alternation,  which  we  held  to 
be  a  distinct  and  necessary  supplement  to  any  choice  of  style. 

The  Issue  of  Characteristic  Regional  Music 

It  is  true  at  least  in  part  that  the  several  styles  are  the  results  of 
regional  needs  and  that  these  styles  respectively  should  continue  to  servo 
such  needs.   Iror  example,  there  is  the  particular  regional  need  of  hundreds 
of  organists  and  teachers  in  Catholic  parishes  in  France  and  Quebec.   There 
is  the  particular  regional  need  of  organists  and  choirma:  tors  in  ether 
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churches,  whoso  work  requires  voluminous  memorization.  There  is  the 
characteristic  regional  ncod  for  teaching  material,  costly  of  local 
publication,  for  students  in  local  schools  for  the  blind.  There  is  the 
characteristic  regional  need  for  dance  nusic  of  local  publication,  which 
music  is  sufficiently  scored  for  professional  blind  bandsmen  03  melodies 
with  abbreviated  indications  of  harmony. 

Me   cannot  escape  recognizing  the  fact  that  braille  music  printed  or  hand 
copied  for  any  one  of  these  characteristic  regional  needs  will  be  used 
almost  exclusively  in  the  region  for  which  it  is  produced,   '..:hcn,  on 
comparatively  rare  occasions,  such  nusic  is  called  for  in  other  regions, 
it  will  reach  musicians  of  advanced  ability  who  can  adjust  to  any  style 
without  serious  difficulty. 

QUESTION  3.   Must  the  union  style  replace  the  several  characteristic 
regional  style;;?   That  is  to  say:   Should  Sat  ho  lie  music  and  Anglican  or 
other  church  music  be  written  in  the  sane  style?  Should  local  teaching 
material  for  students,  say,  in  Gorman  schools  for  the  blind  be  in  the  same- 
style  as  that  for,  say,  American  schools?   Should  dance  music  be  scored 
in  the  argentine  as  it  ic  in  India? 

Consultant's  viewi   A  union  style  should  be  found  and  proscribed  for 
all  classical  music  which  is  likely  to  have  international  use.   It  is  prob- 
able that  a  proper  emphasis  on  a  union  style  in  the  union  key  would  in  due 
course  cf  time  influence  to  a  large  measure  all  regional  usages.   It  is  not 
likely  that  the  union  style  will  be  applied  immediately  to  regional  church 
music,  regional  teaching  material,  or  regional  dance  music, 

4. 
The  Issue  of  Patterns  in  the  Nature  of  Compositions 

Exclusive  of  unmeasured  plainsong  and  certain  modern  compositions  in  free 
rhythm,  there  are  chiefly  four  patterns  of  measured  musics 

a)  Music  consisting  of  comparatively  short  and  equal  bars  in  all  parts. 

b)  Music  consisting  of  longer  bars  in  one  part  and  shorter  bars  in  the 
other  part  or  parts. 

c)  Music  consisting  of  long  and  involved  bars  in  both  or  all  parts. 

d)  Piano  music  consisting  of  notes,  chords,  or  short  passages  alternated 
between  hands. 

There  are  those  who  will  hold  that  each  of  the  above  patterns  in  the  nature 
of  compositions  suggests  its  own  corresponding  and  best  suited  style  in 
braille. 

QUESTION  Q,  . 

a)  Which  style  is  best  suited  for  music  in  which  bars  arc  relatively  short 
and  equal? 
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b)  Which  style  for  music  in  iv'hich  bars  arc  long  in  one  part  arid  short  in 
the  other  part  or  parts? 

c)  Which  style  for  elaborate  music  in  which  bars  are  long  throughout? 

d)  Is  the  pattern  of  hand  alternation  necessary  as  a  supplement  to  any 
union  style? 

e)  The  all- important  question:   Which  style-  would  be  best  suited  for  all 
of  the  foregoing  patterns  of  music? 

f )  Which  style  is  beet  suited  to  score  plainsong  and  modern  nusic  in 
free  rhythm? 

The  consultant's  conclusions  on  these  queatiens  and  on  earlier  ques- 
tions related  thereto  must  be  left  spun  until  a  full  analysis  can  be  made  cf 
answers  received  from  the  total  field.  However,  the  following  views,  already 
expressed,  nay  be  summarized. : 

1.  A  union  style  of  the  widest  possible  application  must  be  stressed  in 
the  union  key  for  general  use  in  all  nusic  intended  for  international 
distribution. 

2.  The  convenience  of  bar*numbcring  should  be  applied  to  all  basic  styles. 

5.   All  basic  styles  should  be  described  in  the  union  key 'as  supplementary 
to  the  union  style  for  particular  purposes. 

h.      Hand  alternation  is  a  necessary  supplement  to  any  style. 

5.   In  all  braille  nusic,  especially  in  classical  compositions,  all  literary 
parts  (titles,  composers'  names,  publishers,  and  directions)  should  be  in 
uncontractcd  braille,  and  the  style  and  direction  of  chord  reading  should  be 
stated  at  the  beginning  of  the  transcription. 

QUESTION  10.  If  nU3ic  is  divided  into  segments,  should  the  segments 
coincide  with  the  ,taves  en  the  ink  page  or  should  they  be  made  according 
to  nusical  phrasing? 

QUESTION  11.   What  revisions  in  or  additions  to  the  1929  International 
Key  to  Braille  Music  Notation  are  desirable? 

QUESTION  12.   Are  any  changes  or  additions  desirable  in  the  present 
code  of  symbols? 

QUESTION  lp.   What  modifications  in  any  major  style,  not  suggested  in 
the  foregeing  survey,  arc  desirable? 
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Traduit  do  1* anglais 

ORGANISATION  DES  NATIONS  UNIES 
POUR  L1  EDUCATION,   LA  SCIENCE  ET  LA  CULTURE 

ETUDE  MONDIALE  PRELIMINAIRE 
SUR  LA  NOTATION  MUSICALS  BRAILLE 

par 
L.!?.  Rodoribcrg 
Membre  du  Conscil  Mondial  du  Braillo 
Consultant  de  l^nosco  pour  la  notation  du  Braillo  musical 
Illinois  School  for  tho  Blind 
Jacksonville,   Illinois,  U.S.A. 


Tablo  dos  matieres 

I.  Objot. 

II.  L'Unesco  ct  lo  Consoil  Mondial  du  Braillo. 

III.  Definitions.  . 

IV.  Rcformes  gonerales  envisag6es. 

V.  Modos  do  disposition  : 

Origino,  description  ot  illustration 
Transcription  separee  dos  parties   •  inodo  continental 
Transcription  siraultanoo  ;  mod©  vertical 
Alternanco  dos  parties  et  dos  mains 
Transcription  altornee,  mesure  par  me sur© 
Transcription  parallelo,  mesure  sur  mesure 
Transcription  parallelo,  temps  sur  temps. 

VI.  Questions   que  souleve  le  choix  entro  les   quatro  modes  fondamentaux 
de  disposition. 

La  question  des  moyonncs  do  groupes 

La  question  de  l*ecriture  au  poincon  contro  l^critur© 

A  la  machine 

La  question  do  la  musiquo  regional©  caractcristiquo 

La  question  dos  types  naturols  do  compositions. 


Toutes  los  porsonnes  ou  organismes  competents  qui  acocpteraient  de 
contribuer  au  succes  do  la  prosente  enquote  en  lui  consacrant  uno  partie 
do  leur  temps  ot  do  leurs  reflexions  sont  installment  pries  do  bion  vouloir 
onvoyor,  des  qufil  lour  sora  loisible  de  lc  fairc,  A  l^dressc  ci-dossus 
indiquco  lours  reponses  aux  questions  poscos  dans  los  pages  qui  suivent. 
Chaquo  reponso  devra  porter  le  memo  numero  quo  la  question  corrospondantc. 
Au  cas  ou  ils  desircraient  formuler  des  suggestions  qui  sortont  du  cadre 
fourni  par  lc  questionnaire,  ils  sont  invites  a  los  joindre  on  annexo  a 
leur  reponse. 
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I.   Ob jot. 

Lc  programme  relatif  r.  la.  notation  musicale  Braille,  dont  traite  la 
prescnte  etude,  vise  a.  assurer,  si  possible  dans  le  monde  entier,  l'emploi 
d'un  code,  d'un  catalogue  et  f"un  mode  do  disposition  unifies. 


II.   L'Unesco  et  1©  Conseil  Mondial  du  Braille. 

Les  lirnos  ci-dessous  sont  empruntees  au  rapport  que  le  Comite 
consultatif  a  pub lie  au  debut  de  1952  5 

"Le  Conseil  executif  de  l'Unesco,  lors  do  sa  vingt-huitieme  session, 
en  octobre  1951*  a  autoris©  le  Directeur  general  a  mettr©  sur  pied  provisoi- 
rcrent,  et  sous  la  forme  d'un  Co  ite  consultatif,  un  Conseil  mondial  du 
Braille  ratteen©  a  l'Unesco.   Le  Directeur  general  a  ete  egalement  autoris© 
a  reunir  un  Comits  d' exports  afin  de  l'ai^er  a  definir  la  composition  et 
le  role  du  Conseil  en  question, 

"Le  Comite  consultatif  en  vue  de  la  creation  d'un  Conseil  mondial 
du  Braille  s'est  reuni  a  Paris  du  10  au  12  decembre  1951-   H  comprenait 
15  membres  representant  les  pays  suivants  :  Birmanie,  Colombie,  Egypte, 
Espagne,  Etats-Unis  ^'Amerique,  France,  Inde,  Irak,  Japon,  Union  Sud- 
Africaine  et  Yougoslavie. 

"Au  cours  des  six  reunions  qu'a  tenues  c©  comite,  un  premier  pro jot 
de  statuts  du  futur  Conseil  Mondial  du  Braille  a  ete  prepare  pour  etre  soumis 
au  Directeur  general  •  des  suggestions  ont  ete  faites  quant  aux  methodes 
cq   travail  du  Conseil  ct  aux  t aches  dont  il  devrait  etre  charge  ;  enfin,  des 
nonis  de  specialistes  du  Braille  qui  pourraient  etre  invites  a  devenir  membres 
du  Conseil  ont  ete  proposes. 

"Le  Comite  re commando  quo  lo  programme  du  Conseil  mondial  du  Braille 
comprenne  les  points  suivants  :  education  musicale  ;  symboles  mathematiquos 
ct  scicntifiquos  ;  preparation  d'un  catalogue  international  ;  etablissement 
do  conseils  regionaux  qui  etudicraicnt  entre  autros  la  question  du  Braille 
contract©  ;  aide  ct  assistance  pcrmcttant  d'etondrc  1' application  du  systeme 
Braille  unifie  aux  languos  de  l'Afrique  et  de  l'Asie  du  Sud-Est.  Considerant 
que  lc  principc  fondamcntal  de  l'ecriture  Braille  est  do  suivre  pour  chaqu© 
languc  d'aussi  pres  que  possible  1' alphabet  et  l'orthographe  communs,  pour 
les  beso\ns  du  Conseil  mondia.1  du  Braille  le  monde  a  et©  divise  en  huit 
zones. . . 

"Lc  Comite  a  propose  que  la  composition  r*u  premier  Conseil  mondial 
du  Braille  soit  dc  6  membres  representant  les  differentcs  zones  et  trois 
membres  choisis  en  tant  que  specialistes  et  techniciens.  Lo  Comite 
propose  au  Directeur  general  do  l'Unesco  de  designer  comme  membres  du 
premier  Conseil  mondial  du  Braille  les  personnalites  suivantes  : 
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T.Ir.  John  Jarvis,  national  Institute  for  the  Blind,  Londrcs. 

lx.  J.  Pardo  Ospina,  Dircctour  de  la  Federacion  Fac ional  de  Ciegos, 

Bogota,  Colombie. 
M.  Lai  Advani,  Ministry  of  Education,  Few  Delhi,  Inde. 
H.  Sayod  Abdel  Fattah,  Lo  Cairo,  Egypte. 
M.  Li  Fan  Kuoi,  Professcur  a  Washington  University,  Seattle, 

Etats-Unis  (zones  chinoiso,  japonaise  ct 

coreenne ) . 
M.  John  ".'ilson,  Londros,  Angleterre 

Jl.  L.T7.  Itodenbcrg,  Illinois  School  for  the  Blind,  Jacksonville,  111. 
K.  Pierre  Henri,  Paris,  France. 
Sir  Clutha  Mackenzie,  Auckland,  Fouvelle  Zelande. 

"Le  comite  a  exprime  lfespoir  que  le  Directour  general  de  I'Unosco 
reunirait  bicntot  les  membres  du  Consoil  mondial  du  Braille  et  preluderait 
a  1*  import  ante  tache  Internationale  de  cet  organismo.   Les  statuts 
rocomrnandent  que  le  Conseil  mondial  du  Braille  sc  reunissc  au  moins  une 
fois  tous  les  cinq  ans." 

Aucune  reunion  du  Conseil  mondial  du   Braille  n*a  eu  lieu  jusqu'a. 
co  jour  ct  son  soul  acte  officiol  a  ete  do  proce^er  par  corrcspondance 
a  1* election  do  Sir  Clutha  Mackenzie  comme  president  et  do  M.  Pierre 
Henri  ot  dc  ■  .  John  Jarvis  comme  vice-presidents. 

Au  cours  de  l'automno  de  lc52,  le  Directour  du  Departomont  6.G 
1' information  de  PUnosco  a  prie  M.  L. T.  Rodenberg  (auteur  de  la  prescnte 
etude  )  d'acceptor  en  tant  que  conseillor  musical  du  Corssxl  mondial 
du  Braille,  de  proceder  ?>  uno  enquete  mondiale  sur  la  notation  musicale 
Braille.   Si  les  dispositions  necessaires  peuvent  etro  arises,  une  conferen- 
ce so  reunira  on  1954  sous  les  auspices  soit  de  I'TJhcsco,  soit  dc 
1' Organisation  mondiale  pour  la  protection  sociale  des  aveurrlcs,  afin 
de  parvenir  a  un  accord,  international  sur  un  code  de  notation  unifie 
(y  compris  les  modes  de  disposition),  a ins i. que  sur  les  problemos 
d^unification  du  catalogue  et  de  la  diffusion. 

III.  Definitions. 

Code  unifie  :  Version  remaniee  du  manuel  international  de  musique 

comprenant  tous  les  symboles  et,  si  possible,  un  mode 
de  disposition  unifie. 

Mode  de  disposition  :  Facon  de  disposer  la  partition  musicale  sur  la 
page  Braille. 

Mode  de  disposition  unifiS  :  Un  dos  modes  existants  destine  a  ctre 
universe llement  adopte  (avec  ou  sans  modification). 

Me  sure  :  Subdivision  du  rythme  drune  composition  musicale. 

Temps  :   Subdivision  rythmique  do  la  mesure. 

Partio  :  Ensemble  des  notes  pour  une  meme  voix,  ou  pour  un  instrument 
a  un  seul  son,  ou  pour  uno  main  en  particulior,  ou  pour 
les  pedales  (s'il  s'agit  de  piano  ou  d'orgue). 
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Phrase   :   Une  ou,  plus  frequomment,  plusicurs  rnosurcs  du  tcxtc  Braillo, 
constituant  une  subdivision  separee  ou  un  "paragrapho"  d'uno 
composition. 

Numerotation  des  rnosurcs  :  Designation  dos  mesures  d,unc  composition  musi- 
cale  ou  de  ses  principales  subdivisions  au  moyon  do  numeros 
consecutifs.   Lo  transcriptcur  marque  los  chiffres  au-dossus 
ou  au-dessous  dos  mesures  sur  la  partition  imprimee,  commcn- 
cant  par  un  "1"  pour  la  premiere  mesure  completo,  ou  par  un 
"0a  pour  unc  mesure  incomplete  au  debut  du  morceau.  Lcs 
finales  sont  comprises  dans  la  nume rotation, 

Numero  marginal  :  Numero  designant  uno  mesure,  place  en  tote  d*une  phrase 
etTdebordant  en  general  sur  la  marge  de  gauche. 

Repetitions  chif frees  :  Repetition  d'urie  mesure  (excepte  la  dcrnierc  mesure 

precedente )  indiqu^o  par  inscription  de  son  numero  au-dessous 

et  a  droits  du  pref ixo  numeral  ;  ou  repetition  do  deux  ou  plus 
de  deux  mesures,  indiquee  par  inscription  des  numeros  respectifs 
de  la  premiere  et  de  la  dorniere  des  mesures  a  repeter. 

Ecriture  au  poingon  :  copie  executee  a  la  main  a  l'aide  d*un  poimjon  sur 
"~~  tab lotto. 

Ecriture  a  la  machine   :  Copie  obtenue  au  moyen  d*uno  "machine  a  ecrire" 
g__^_^_.  ^  a*  une  stereotypcuse  sur  laquelle  la  matiere 
imprimee  est  "visible". 

Transcriptcur  :  Cc-lui  qui  copie  des  partitions.   Ce  peut  etre  un  musicien 
~  ^avcugle  ou  un  "voyant"  qui  fait  ce  travail  . 

Stereotypeur  s  Celui  qui  prepare  les  plaques  destinees  a  1* impression. 

Catalogue   :  Liste  ordonnee  des  compositions  manuscritcs  ou  iraprimees 
_     destinees  a  une  diffusion  generale. 

IV,  Reformes  generales  envisagees. 

On  a  propose  a  divcrses  reprises  d'operer,  dans  le  systemo  do  notation 
musicale  Braille  de  profondes  reformes  qui  auraient  pour  effet  de  reduiro 
a  neant  tous  los  catalogues  existants.  Don  Gabriel  Abreu  de  Madrid  (Espagne  ) 
avait  entropris  en  1855  do  repandre  lTusago  d*un  roctanglo  Braille  special 
pour  la  musiquo,  compose  de  huit  points  disposes  en  deux  rangees  verticales. 
Am  Moxique,  Alejandro  Moza  fut  le  premier  a  proposer  la  transcription  des 
accords  sous  la  forme  do  notes  abaissees  au  niveau  inferieur  ;  mais  il  aurait 
fallu  pour  cola  pormuter  les  sens  de  quatorze  au  moins  des  signes  fondamon- 
taux  au  minimum. 

Plus  recommont,  Paul  T.  Mayhow,  de  Londres,  qui  dirigea  pendant  de 
longuos  anneos  le  service  de  transcription  musicale  du  National  Institute ibr 
the  Blind,  a  propose  (19^9)  sous  lc  nom  de  "Uniform  Note  System"  une  reform© 
aussi  profondo  que  hardio.  Un  code  appliquant  a  tous  lcs  aspects  de  la 
notation  mu3icalc  Braille  les  principes  de  la  nouvello  methodo  a  ete  publie 
sous  lo  titre  de  "Uniform  Note  System"  par  lc  National  Institute  for  the 
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Blind  (Great  Portland  Street,  Londres)  en  1951.  Dans  l'avant-propos  qu'il 
ecrivit  pour  cet  ouvragc,  Sinclair  Logan,  Secretaire  du  Departcmcnt  do 
Musi que  du  National  Institute  for  the  Blind,  declarait  :  "Jo  voudrais,  on 
concluant,  rappeler  aux  lecteurs  de  cet  ouvrage  quTil  y  a  deux  ans  un 
comite  d* experts  reprSscntant  toutes  les  branches  de  la  profession  musicalo 
a  procede  a  un  examen  critique  de  cettc  methode  en  presence  do  M.  Mayhew 
lui-meme.  A  lfissue  du  debat,  les  exports  ont  ete  unanimos  a  declarer  que 
lo  "Uniform  Note  System"  constituait  un  immense  progres  par  rapport  a  la 
methode  actuelle". 

Pou  do  temps  apres  qufon  eutannonce  la  mise  au  point  do  co  nouveau 
systemo,  un  resume  do  ses  principes,  accompagne  d*un  questionnaire  et 
compose  par  les  soins  de  1' Illinois  School  for  the  Blind  fut  envoye  a  un 
grand  nombrc  de  porsonnes,  tant  aux  Etats-Unis  qu'au  Canada.  Unc  analyso 
des  reponses  au  questionnaire  fut  ensuite  redigee  puis  adrossee  aux 
porsonnes  participant  a  cette  consultation.  Les  buts  et  les  avantages  de 
la  reformc  furent  oxposes  lors  dfune  reunion  de  la  "Midwestern  Music 
Teachers  Section"  do  1* "American  Association  of  Instructors  for  the  Blind", 
tenuc  au  cours  de  lfautomne  de  1951*  a  la  "Missouri  School  for  the  Blind" 
de  St. Louis. 

Nous  no  pouvons  ici,  fauto  de  place,  mentionnor  que  quolquos  unos 
des  idees  sur  lesquelles  repose  la  reforme  projotec  par  )$..   Mayhew.   Pour 
evitcr  "l1 effort  intellcctuel"  que  les  signos  arbitraircs  de  la  notation 
musicalo  Braillo  usue'lle  imposcnt  aux  debutants,  M.  Mayhew  utilise  les 
lettres  de  1' alphabet  "a  b  c  d  e  f  g  "  pour  la  representation  dos  noires; 
les  autres  notes  s^btiennent  corame  dans  la  notation  actuelle,  par  addition 
de  points  en  contre-bas.  II  n'est  pas  fait  usage  de  signes  d'intcrvalle 
pour  los  accords,  mais  les  intcrvallcs  sont  represontes  commc  des  notcs- 
lettrcs  abaissecs  dans  le  roctanglo  inferiour.  Dans  le  "dessus",  ccs 
notes -interval les  se  liscnt  de  haut  on  bas# 

Gommc  il  y  a  des  pays  ou  on  no  designo  pas  les  notes  au  moyen  do 
lettres  do'  1* alphabet,  il  so  peut  quo  l'avantago  des  notos-lottrcs  ne 
soit  pas  universollcmcnt  roconnu. 

Pour  apprecier  la  valour  de  1 'Uniform  Note  System,  nous  dovons  mottro 
on  balance;  deux  considerations  fondamontales  et  opposees  :  (l)  la  grave 
difficulty  qu'eprouvent  les  debutants  k   rctenir  et  utiliscr  7  signos  arbi- 
traircs represontant  dos  notes  et  7  autros  signes  arbitraircs  represontant 
des  intcrvalles  j  et  (2)  la  sommo  de  temps  et  df efforts  qu'exigerait  lo 
romplacoment  de  tous  les  catalogues  existants,  ainsi  sacrifies.  Plus  de 
200.000  plaquos  stereotypies  ne  serviraicnt  plus  a  rion  ;  la  preparation  do 
nouvelles  plaques  couterait  sans  doutc  un  million  de  dollars  ot  imposcrait 
de  longucs  annees  de  travail  et  d'application.  Encore  cette  evaluation  no 
ticnt-elle  pas  compte  de  la  valour  do  dizaincs  do  millicrs  do  transcriptions 
manuscrites.   II  faut  egalcmcnt  songer  a  la  confusion  ou  les  lecteurs, ot 
les  maitrcs  en  particulier,  soraient  plonges  pondant  la  psriode  do  transition, 

II  rcssort  dos  reponses  au  questionnaire  dont  nous  avons  parle  quo 
scion  la  plupart  dos  porsonnes  consulteos,  la  socondo  consideration  (sacri- 
fico)  l^mporto  sur  la  promiero  (effort  intelloctuol  impose  aux  debutants). 
Lors  do  la  reunion  do  St. Louis,  dont  il  a  ete  fait  mention  plus  haut,  lo 
personnel  onseignant  d'ecolcs  pour  avouglos  du  Middle-west  sc  prononca 
unanimement  contro  le  projot  Mayhew. 
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II  n'est  pes  sans  interct  d^obeorvcr  qu'une  situation  analogue 
cxistc  dans  lc  mon^c  do  la  musique  ijnprimec  en  noir,  ou  subsistcnt  des 
si'-ncs  archai'qucs  encore  noins  rationncls  qu'aucun  de  ccux  du  systemo 
Braille-   Los  ref ernes  que  l'on  a  suggere  d»apport:r  aux  methodes 
traditionnclles  Co   reproduction  en  noir  sc  sont  constammont  hcurtecs  a 
l'argumont^dc  la  valour  que  represent c  la  masse  des  publications  cxistan- 
tcs.   La  nemo  tendance  conservatricc  se  rencontre  dans  lc  doraaino  du 
Braille. 

II  se  pcut  neanmoins  quo  los  pays  do  languc  anglaise  ou  ^ermaniquc, 
ou  les  transcriptions  musicalcs  en  Braille  trouvent  beaucoup  do  lours 
lectcurs,  ne  souhaitont  pas  rejeter  sans-examen  la  reformo  llayhcw. 
Jr ignore  actuollement  combien  la  reforme  peut  compter  do  partisans  en 
Grande-Brctagne  si  l'on  execpte  los  disciples  qui  so  sont  deja  groupes 
autour  de  II.   ayhewr.   Jo  no  peux  pas  davantagc  prcvoir  le  succes  qu'ollo 
rencontrcrait  au  cas  ou  on  on  proposcrait  1' etude  methodique  dans  tous 
les  pays  qui  utiliscnt  des  lottres  commc  sinrnes  musicaux.   Quant  a  la 
reaction  susciteo  en  Ameriquo,  jo  nc  pretends  pas  n*y  ctrc  suffisamment 
arrcte.  Unc  centainc  environ  de  professeurs  et  autres  music iens  profes- 
sionnols  ont  participe  sous  ma  direction  a  1' etude  do  le  question.  Men 
questionnaire  n'a  guere  revele  d'enthousiasne  veritable  en  favour  de  la 
re forme  dans  son  onscmble,  et  crcst  pour quo i  j* he si to  -  coramc  d* autres 
sans  doute  -  anc  charger  de  poursuivro  et  d'elcrgir  cettc  enquote. 

Lc  questionnaire  a,  neanmoins  pemis  do  constater  qufun  cert- in 
nombre  de  professeurs  d*ecolos  pour  aveuglcs  sont  disposes  a  essayer 
lc  nouveau  systemc  avec  leurs  eleves  commencants  dans  la  mesure  ou  l'on 
pourrait  lour  fournir  de  Londres  le  materiel  d^nseigncment  neccssaire. 

Lcur  proposition  semblc  indiquor  que  le  soul  moyen  de  fairc 
progresscr  la  reforme  serait  do  l^essayer  "en  grand",  avoc  l'appu.i  de 
Londres.   Uno  telle  experience  no  saurait  se  fa.iro  ni  aboutir  a  uno  con- 
clusion dans  les  delais  que  l'Uncsco  a  fixes,  d'a^res  le  calondrier 
actuel  des  travaux,  pour  la  realisation  d'un  accord  international.  En 
l'absonce  de  tcls  cssais,  ou  cu  moins  sans  une  experience  plus  poussee, 
on  nc  peut  s'attendre  a  voir  le  monde  adopter  d'emblec  la  reforme.  A 
supposcr  qu'il  soit  possible  do  l'orientcr  dans  cetto  voie,  d*autros 
efforts  scront  necessaircs  avant  qu'on  puissc  espercr  atteindro  le  but. 
Jc  dois  done,  on  tant  que  conseiller  musical  du  Conseil  mondial  du 
Braille,  poser  en  principc  qu'il  nc  faut  adopter  aucune  reforme  d*enscm- 
ble  ,  ni  memo  apport  r  aucune  modification  au  code  ou  au  mode  de  dispo- 
sition actuels  si  cela  doit  entraincr  la  misc  au  rebut  des  catalogues 
existants . 

V,  I  lodes  de  dispositions  :  originc, 
description,  et  illustration. 

Louis  Braille  appliqua  ^'abord  son  system©  de  notation  au  chant 
gregorion  de  l'egliso  catholiquo  romainc,  qu'il  avait  etudie  des  sa 
jouncssc  et  qu*il  no  ccssa  de  pratiquor  en  sa  double  qualite  de  profes— 
sour  ct  d'organistc.  A  la  difference  dc  la  :~usiquo  modcrne,  le  chant 
gregoricn  est  divise  non  pas  en  mesurcs  rythmiques,  mais  en  phrases. 
II  se  pcut  done  que  lo  scctionnement  en  phrases  qu'il  appliqua  a 
l'ecrituro  dos  partitions  pov.r  instruments  a  clavier  lui  ait  paru 
naturel  et  neccssaire.   II  utilisait  los  abreviations  "m.d."  et  "m.g.n 
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(main  droitc  et  main  gauche)  •  placecs  on  rctrait,  en  toto  des  phrase 
altcrnocs.   Son  souci  d ' unif ormite  lc  conduisit  a  appliquor  lo  mcm< 


!CS 

memo 

svstorao  a  la  nusique  profane,  ct  co  mode  dc  transcription  fut  longtemps 
consider©  comme  orthodoxc  apres  quo  lo  Braille  cut  franchi  los  frontiercs 
franchises  ct  out  ste  adepts'  a  I'ctrangcr.   II  ct  oncoro  en  usage  en 
Europe,  sous  uno  formo  ou  sous  unc  autre  •  ct  meme  on  ^moriquc  il  n'est 
pas  complotcmont  tombo  en  desuctxidc  -  mo  ins  a  cause  dc  sos  avantages 
qu'a  cause  dc  toutc  la  musiquc  imprimee  sous  cctbo  forrac  ct  impossible 
&   obtcnir  sous  uno  autre.   Nous  dosignorons  desornais  cottc  disposition 
on  "m.d."  ct  "m.g."  du  nom  dc  "mode  continental".   Bicn  que  1'on  donric 
en  general  la  preference  a  doe  modes  dc  creation  plus  reccnto,  lo  mode 
continental  compto  encore  bcaucoup  de  partisans,  notamment  en  co  qui 
conccrnc  los  ballades,  les  hymncs  ot  autre  musiquc  melodiquc,  pout-ctro 
parco  quo  los  accords  du  dossus  s'y  liscnt  do  haut  en  bas.  Dans  lo  mode 
continental,  les  phrases  ctaiont  a  l?origino  numero tecs  sur  lo  tcxte  dc 
la  wain  droitc.   Dans  l1 example  ci-apres,  on  s'est  scrvi  des  nouvcllcs 
indications  pour  la  main  raucho  ct  la  main  droitc  (U-6,  3-4-5  ct  i?.-5-6, 

Dans  la  pratique  modenio,  pour  facilitcr  lo  travail  des  avourelcs 
qui  enscignent  la  musiquc  a  des  "voyants"  la  pagination  du  tcxte  en  noir 
est  indiqueo  par  report  --"vl   ou  des  numcros  de  la  page  imprimee  sur  la  ligno 
inferiourc,  ct  par  insertion  Cu   signo  5  2-5  cntre  deux  cspaccs  au  debut 
dc  chaque  nouvcllo  page  impriin.ee. 

L'oxtrait  suivant  est  tire  d'uno  transcription  faite  a  Paris  en 
1952.  Comme  on  cmploic  generalcmont  pour  les  transcriptions  frangaises 
des  pagos  plus  potitcs,  on  a  conserve  ici  lo  format  dc  la  page  (22  ligncs 
ct  28  espacos).   Los  intcrvallos  so  lisont  dc  haut  en   bas  pour  lo  dessus, 
ct  dc  bas  en  haut  pour  lc  grave.  Los  numeros  dos  phrases  so  trouvent 
dans  la  partio  infericurc  du  rectangle. 

(Voir  V  illustration  n°  1  do  la  brochure  Braille  ci-jointc). 


Suggestion  dc  1' export  on  vuc  dc  lf amelioration 
du  mode  continental 

L' illustration  suivantc  of fro  unc  disposition  cntiercmont  nouvcllo. 
D'un  bout  a  1'autro,  les  interval les  se  liscnt  de  bas  en  haut.  Dos  cles 
d' octave  sont  placees  en  tote  do  toutos  les  mesurcs,   Toutos  les  mesurcs 
sont  numerotoos,  ot  les  reprises,  sauf  a  la  dcrnierc  mcsurD,  sont  indiquoes 
par  rapncl  du  numero  corrcspondant.   Chaquo  phrase  pour  main  droitc 
commenco  par  lc  numero  dc  sa  premiere  mosurc,  place  dans  la  marge  do 
gauche  avee  lc  prefixe  numeral.  Los  numcros  do  mesurcs  sans  prefixo 
numeral  so  trouvont  entrc  deux  ospaccs  avant  toutos  les  mesurcs  intcricures, 
Lo  signc  caractcristiquc  dc  la  main  gauche  est  srbue  dans  la  marge 
gauche,  dovant  la  premiere  mesure  pour  main  gaucho  do  chaque  phrase.  Si 
la  phrase  do  l'uno  ou  1' autre  main  occupe.  plus  d'unc  ligno  braille,  la 
socondc  ligno  ot  cellos  qui  suivent'sont  en  rctrait  dc  deux  espaccs. 
Lorsqu'a  la  fin  d'uno  ligno  braille,  il  no  rostc  do  place  que  pour  un 
numero  dc  mesure,  on  renvoio  cc  numero  au  debut  do  la  limo  suivanto. 


-  8  - 

Lcs  phrases  doivcrt  conprondrc  do  aoux  a  huit  mosurss  ot  ccrrcspcndrc  aux 
divisions  nature lies  c.u  toxtc,  sauf  lorsqu'il  ost  souhaitable  &*indiqucr 
la  pagination  du  tcxto  on  noir.  .  Dans  ce  cas,  1c  ou  lcs  chiffrcs  do  sir  .".ant 
la  page  inprimec  figuront  a,  la  ligne  inferiouro  dc  la  page  braille.  Dans 
cctto  sorte  do  transcription,  on  fait  on  sorto  quo  lcs  phrases  correspondent 
aux  pcrtees  du  t^xtc  on  noir.   Lc  numoro  do  la  portoe,  sans  profixe  nume- 
ral, so  place  devant  le  signe  marginal  "main  gauche".  Dans  la  musiquc 
d'orgue,  la  phrase  pour  los  pcd~les,  annoncco  on  marge  par  lc  si~ne  4-5 
5-k~5 1    suit  la  phrase  pour  la  main  gavichc. 

(Voir  1' illustration  n°  2  dc-  la  "brochure  Braille  ci-iointo). 


La-'  difficulte  particuliero  que  1'on  eprouvo  dans  lo  node  continental 
a  aligner  lcs  parties  raain  droito  ct  main  gauche,  specialemont  lorsqu'il 
s'agit  do  tcxtes  eompliques  dc  inusique  modcrnc,  inquietont  depuis  longtomps 
oeaucoup  dc  musicians  avpuglcs,   Ellc  avait  '1ej£  suscite,  do  divers  cotes, 
certaincs  doleanccs  lorsquc,  en  1°08,  I7-.  K.S.  Piatt  lanca  en  aiiglctorrc 
un  mouvcmcirt  pour  lf  amelioration  gene rale  do  lo.  musi que  Braille  en  faisant, 
a  la  Conference  dc  ranches tor,  unc  vigourcuso  communication  intitulo-c  "•  usic 
for  the  Blind  as  a  Recreation,  Education  and  Profession."  II  rccut,  non 
sculcment  do  Grande-Brotagnc,  mais  aussi  de  France  et  d'Allcnagno,  divorces 
suggestions  sur  los  roformes  a  operer.   Ccttc  ccrrespondancc  into mat ionalo 
fut  intcrrompuc  par  la  premiere  guerre  mondialc,  mais  1' etude  dc  la  question 
so  poursuivit  on  ^iglctcrro.  En  1917*  unc ' brochure  intitulec  "Additions  to 
Braille  Music  ilotaticn",  publico  a  Londrcs,  marquait  1'apparition  dos 
transcriptions  vertical©  ct  mesure  par  mesurc. 

Dans  la  transcription  vertical©,  ainsi  que  lo  tcrnc  l'indiquc,  tcutcs 
los  parties  sont  transcribes  s imu ltanemont  dc  bas  en  haut  en  commcn<jant  par 
la  basse,  soit  commo  accords  complots  scit  commo  sections  do  mesure  ot 
commc  copulcs.   -*vcc  cc  mode  dc  transcription,  lo  doigfcdu  lecteur  peut 
suivrc  la  partition,  do  sorto  quo  lc  dechiffrago  ct  la  memorisation  sont 
sotaront  beauconp  plus  facile s.  En  Grande-Brotagnc,  cettc  disposition  a 
froquemment  etc  appliquec  a  la  transcription  des  cantiquos  ot  des  arrange- 
ments choraux.  Lorsqu'il  s'agit  de  musique  compliquec,  ellc  pcrnct  souvent 
(avee  un  pcu  d'adresso)  :le  represcnte:  la  partition  avec  clarte..  La  compo- 
sition est  diviseo  en  phrases  numerotccs. 

(Voir  1' illustration  n°  3  -G  1&  brochure  Braille  ci-jointe). 

a)  Cantiquc 

b)  Piano 
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II  arrivo  frcquenment,  dans  la  musiquc  pour  piano,  que  los  mains 
intcrvionncnt  altornativcmont  pour  .joucr  des  notes,  dos  accords  ou  des 
arpegos  brises  ct  d'autrcs  passages.  La  transcription  braille  la  plus 
claire  s'obticnt  en  faisant  alterncr  sur  unc  memo  lime  continue,  dans 
l'ordrc  d' execution,  les  parties  respectivement  destineer,  a.  l'uno  ct 
l'autro  main.   Les  signos  designant  la  main  droite  ct  la  main  gauche, 
chacun  suivi  rnc  la  cle  d1  octavo  approprioc,  sont  places  levant  les 
notes,  accords  ou  fragments  interrompus,  solon  1c  cas.  Lorsque  ces 
indications  ont  ete  claircment  doniioes,  aussi  longtcmps  qu'ollcs  restont 
valablcs,  le  mot  "simile"  (ou  son  abreviation)  dispense  de  les  repetcr  j 
lorsqu'cllos  cesscnt  dc  I'otro,  la  roapparition  dos  "signcs  do  main" 
indiquc  claircment  1' intention  du  compositeur.   Si  cc  gonre  do  texte 
contient  des  notes  tcnucs,  on  cmploi  des  signos  do  scctionncmcnt  ou  des 
copulcs. 

S*il  n'adopto  pas  co  systemc  d'altornance,  lo  transcriptcur  est 
contraint  d*introduire  '""'es  pauses  tantot  dans  la  partio  m.d.,  tantot 
dans  la  partie  m. g.,  co  qui  est  prcsquc  tou jours  unc  source  dc  diffi- 
cultes  pour  1c  lectcur.  II  conviendrait  done  de  consideror  la  disposi- 
tion altcrneo  m.d.-m.p:,  commo  un  mode  de  disposition  fundamental,  a 
utilis^r  au  bosoin  en  combinaison  avee  un  autro,  pour  le  completer  ou 
lo  varior.  Scs  inventeurs  britanniqucs  le  prescntercnt  en  1917  commc 
une  variante  du  mode  vertical,  sans  lui  bonnet   d* appellation  particu- 
lierc.  Mais  l'altcrnancc  est  souvont  sans  rapport  avec  le  principe 
fondamcntal  do  la  transcription  vcrticalc.   II  conviont  lone  do  la 
consideror  commo  un  modo  distinct.  Si  1' accord  sc  fait  sur  un  mode 
do  disposition  unifie,  il  devra  pormcttre  de  rccourir  a  1* occasion  a 
l'altcrnance  des  parties  m,  f.  et  m.d. 

(Voir  V  illustration  n°  U  do  la  brochure  Braille  ci-jointc) 

a)  Piano  olementaire 

b)  Orguo 

c)  Piano  plus  difficile. 

o 
o      o 


Dans  lo  modo  do  disposition  mesure  par  mosure,  la  prcmiero  mesure 
affecteo  a  la  main  gauche  ost  suivie,  apres  un  ospaco,  do  la  premiere 
mesure  affoctoo  a  la  main  droit©  ;  pour  la  musiquc  dforgue,  la  racsuro 
dostineo  aux  pedalos  vicnt  on  tcte,  ot  precede  la  mosure  affecteo  a  la 
main.gauohe.  La  barro  dc  mesure  (points  1-2-3)  ontro  deux  cspaccs  suit 
la  mesure  affoct6c  a  la  main  droito,  Les  signos  commandant  los  pedalos, 
la  main  gaucho,  ot  la  main  droito  (U-5  3-U--5,  k-5-^>  5-h-5i  h-6   3-U-5)  ae 
sont  indiques  quo  dans  la  promierc  mesure.  Dans  la  soconlo  mesure  et 
colics  qui  suivent,  les  parties  sont  ran  gee. 3  dans  le  memo  ordrc.  Le  ton 
ou  1* octave  est  indique  en  tcte  do  chacune  les  parties.  On  pcut  a  tout 
moment,  si  le  texte  l'cxigc,  passer  dc  la  transcription  vorticalc  a 
l'altornanco  dos  mains  ot  vice  versa.  La  transcription  mesuro  par  mosuro 

a  souvent  etc  employee  ca  Grande  3rctagno,  ;t  a  un  moindrc  degro,  dans 
quclquos  autrcs  pays. 
-tr7S/073-5U 
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L' illustration  suivante  est  empruntee  a  une  transcription  fait©  an 
National  Institute  for  the  Blind,  Londrcs,  en  192+2.  Los  phrases  coincident 
avec  les  portees  elc  la  page  en  noir,  ot  la  nume  rotation  des  papos  et  des 
portees  du  tcxte  en  noir  apparait  ontre  parentheses  en  tote  des  phrases. 
Cet  arrangement  est  d'un  grand  secours  aux  profosscurs  aveuglos  d'eleves 
"voyants"  j  il  a  en  outre  l'avantage  do  rendre  superflu  tout  autre  systdme 
do  designation  des  phrases . 

(Voir  1' illustration  n°  5  cte  ^a  brochure  Braille  ci-jointo). 


o 
o  « 


Suggestion  de  I* expert  conccrnant  la  modification  de  la 
transcription  mesure  par  mesure 

Les  phrases  do  quatre  a  huit  mosures  doivent,  toutcs  les  fois  que 
e'est  possible,  correspondre  a  la  phrase  musicale  ou  a  la  division 
rythmique  ot  non  aux  ligncs  ou  portees  du  tcxte  en  noir,  Noanmoins, 
la  pagination  du  texto  en  noir  devrait  etro  indiqueo  dans  les  rotraits  qui 
signalont  le  debut  do  chaque  phrase  (nuraero  de  la  page,  de  la  ligne  sur 
cetto  page,  et  de  la  mesure  dans  la  portec  ou  commence  la  phrase).  Le 
professcur  avcuglc  pourra,  do  cette  maniero,  indiquer  a  son  eleve  "voyant" 
le  point  de  la  partition  imprimee  auquol  il  doit  se  reporter.   Des  numcros 
do  mesure,  sans  prefixc,  devraient  figurer,  cntre  deux  espaces,  avant  toutes 
les  me  sure s  apres  la  barrc  de  mesure,  le  zero  indiquant  une  mesure  part ic 11© 
lorsqu'il  s'en  trcuve  une  au  debut  du  morcoau.  Les  repetitions  eloigneos 
devraient  ctre  indiquees  au  moyen  de  numeros  de  mesure. 

(Voir  1* illustration  n°  6  do  la  brochure  Braille  ci-jointe). 

o 

e  o 

Pou  apres  1917*  lorsquo  les  nouveaux  modes  de  transcription  britan- 
niques  commenc&ront  d'etre  connus  aux  Etats-Uhis,  il  y  firent  l'objet  dfune 
experience  portant  en  memo  toraps  snr  df autre s  systemes  voisins.   II  en 
resulta  lh  variantes  qui  furent  imprimces  et  diffusees  pour  examen  ;  et 
l'uno  d* a lies  -  qui  etait  en  fait  une  transcription  parallele  mesure  par 
mesure  avec  numcrotation  des  mosures,  fut  presque  partout  jugee  la  meilleure  j 
e'est  ellc  que  l*on  appollo  aujourd'hui  la  transcription  mesure  sur  mesure. 
Bien  que  de  nombroux  morceaux  pour  ensembles  vocaux  et  instrumentaux  puisscnt 
otre  avantageuscment  roproduits  on  mesure  sur  mesure,  ce  mode  de  disposition 
a  surtout  cte  applique  a  la  musique  pour  piano  imprimee  aux  Etats-Ohis. 
Le  code  de  notation  musicale  Braille  do  1925*  autorise  aux  Etats-Unis, 
rccommandait  d* employer  co  mode  chaque  fois  que  la  naturo  des  tcxtcs  le 
pcrmottrait,  mais  on  indiquait  aussi  d'autros  pcur  les  compositions  do 
difficultc  oxcoptionnollo. 
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Dans  le  mesuro  sur  mesure,  on  utilise  pour  1g  piano  deux 
lignes  paralleles  ct  pour  l*orgue,  trois  lignes  paralleles. 
Los  mesures  corrospondantcs  conmencent  l'unc  au-dossus  do  l'autro, 
sur  les  paralleles.  Une  Clef  d* octave  figure  en  tote  de  chaque 
mesure.  La  ligne  affecte©  a  la  main  droite  commence  par  le  numero 
de  la  premiere  mesuro  complete  des  paralleles.  1©  numero  marginal 
est  immodiatoment  suivi  par  Pindicatif  de  la  main  droite,  l'indicatif 
de  la  main  gauche  etant  situe  au-dessous  du  precedent.  Les  signes 
affectes  aux  mains  foment  ainsi  une  colonne  dont  les  numeros  en 
saillie  guidont  les  do^»rts,  et  la  musiquo  s'inscrit  sur  la  page  suivant 
une  disposition  analogue  a  colle  des  portces  paralleles  iu  texto 
imprime.  Lorsque  les  mesures  sont  inachevoes  a  la  fin  dss  paralleles, 
les  lignes  main  droite  et  main  gauche  seront,  si  possible,  interrompues 
en  des  points  corrospendants.   Les  reprises  de  mesures  eloignoos 
seront  indiquecs  au  moyen  de  numeros  de  mesure. 

(Voir  l1  illustration  n°  7  tie  la  brochure  Braillo  ci-jointe). 


Lorsqu*on  desire  faire  apparaitre  dans  lo  mesure  sur  mesure,  la 
pagination  du  texte  imprime,  le  numero  de  la  page  imprimSo  doit  ctro 
porto  au  miliou  ou  a  droite  de  la  ligne  inferioure  du  texte  Braille, 
Si  lo  texte  Braillo  correspond  a  plus  d*unc  page  imprimoo,  les  numeros 
des  pages  du  texto  en  noir  seront  inscrits  lfun  apres  l'autro  sans 
interruption.  On  ouvrira  une  nouvelle  ligne  braille  pour  chaquo  nouvelle 
portee  du  texte  a  transcrirc,  et  le  numero  do  'la  portee,  sans  prefixo 
numeral,  ne  devra  figurer  immediatement  avant  le  signe  marginal 
commandant  la  main  gauche,  quo  dans  la  premiere  ligne  braillo  do  la 
portee.  Les  reprises  prolongees  pourront  otro  interrompues  de  facon  a 
indiquor  les  portoes. 

(Voir  1* illustration  n*  8  do  la  brochure  Braillo  ci-jointe). 

9 
0       0 

L1 illustration  suivanto  off re  un  exemple  d'adaptation  du  mesure 
sur  mesure  a  des  etudes  et  morceaux  destines  a  des  examens  de  piano, 
et  imprimes  par  le  National  Instituto  for  the  Blind  a  Londres.  La 
pagination  du  texto  en  noir  apparait  dans  les  lignes  libros,  situeos 
entre  les  paralleles  r.u-dessus  des  mesures.  Les  mesures  no  sont  pas 
numerotees* 

(Voycz  V  illustration  n°  9  de  la  brochure  Braillo  ci-jointo) 
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II  est  possible,  lorsquTil  s'agit  de  musique  de  piano  compliquee  dor.t 
los  mesures  depassent  la  longueur  d'uno  ligne  "braille,  d*utiliser  une 
variante  du  mesure  sur  nesure,  appelee  temps  sur  temps.   La  partie  la  plus 
courte  est  interrompue  entre  les  temps  par  le  "trait  d'union"  musical 
(point  5)*  et  le  temps  suivant  commence  sur  le  meme  alignement  vertical 
des  paralleles  que  la  partie  la  plus  longue,   Lorsqufune  mesure  incomplete 
debcrde  sur  la  parallel©  suivante  et  1'occupe  tout  entiere^  "des  points 
de  suspension"  (point  6)  sont  places  devant  la  ligne  affectee  a  la  main 
drcite  et  substitues  au  nunero  de  mesure  marginal.   Si  le  temps  sur  temps 
exige  plus  de  place,  il  a  l'avantage  d' indiquer  clairement  la  relation 
entre  les  parties  m.g.  et  m.d.,  sans  que  l'on  doive  recourir  a  des  section- 
nements  de  mesures  et  de  copules  breves,  bien  que  ces  dernieres  soient 
parfois  necessaires  dans  une  des  parties,  ou  dans  los  deux.  Les  avantages 
du  mesure  sur  mesure  et  du  temps  sur  temps  sont  (l)  que  chacune  des  parties 
pcut  se  lire  de  fa<jon  continue  sur  toute  la  longueur  desiree,  (2)  quo  l'on 
pcut  voir  a  n' importe  quel  point  la  correspondance  entre  les  deux  parties, 
(3)  que  le'  lecteur  peut  rapidemcnt  trouver  sa  position  et  (If)   que  la  signa- 
lisation  dos  reprises  avec  ou  sans  modification  d' indices  est  a  la  fois  tres 
facile  et  tres  claire,   Scs  inconvehients  sont  (l)  qu'il  exige  plus  dfespace, 
et  que  le  prix  de  revient  en  est  par  consequent  plus  eleve,  et  que  (2)  dans 
les  textes  compliques,  il  faut  au  stereotypeur  plus  d'habilete,  de  patience, 
et  de  temps  pour  produiro  une  'partition  nette. 

(Voir  les  illustrations  10  et  11  de  la  brochure  Braille  ci-jointo), 

c 

e     o 

Des  arrangements  differents  de  ceux  qui  sont  decrits  et  illustres  dans 
cette  etude  ont  ete  imagines  et  appliques  de  facon  plus  ou  moins  etendue. 
Si  nous  n'en  avons  pas  fait  etat,   c'est  qu'a  notre  avis   ils  presenteit  prur 
le  lecteur  cu  le  transcripteur  des  difficultes   qui-semblent  leur  oter 
toute s  chances  d'etre  retenus  comme  mode  uniforme. 

Parmi  ces  systemes,    il  convient  de  mentionner  en  particulier  celui 
qura  imagine  II.   Remy  Clavcrs,  de  Paris,   et  qui  figure  dans  le  code  interna- 
tional de  1929»     La  methodo  Clavors  repose  sur  la  division  de  la  page 
braille,  dont   la  moitie  superieure  contient  les  phrases  affectees  a  la  main 
drcite  (colncidant  avec  les  portees  du  texte  en  noir),  la  moitie  inferieure 
contenant  les  phrases  correspondantes  affectees  a  la  main  gauche.     Uh 
ingenioux  systeme  de  signes   indique  les  numeros  de  la  page  et  de-  la  portee 
''u  tcxte   imprime.     Lorsque  la  fin  de  la  page  en  noir  ne  coincide  pas  avec 
celle  dc  la  page  braille,    la  page  braille  qui  suit  est  (en  partie  ou  en 
totalite)   divisee  dc  fagon  analogue.      L' objection  majeure  que  l'on  peut  faire 
a.  cotte  methode  est  qu'elle  contraint  le  transcripteur  a  faire  une  copie 
preliminairc  on  invcrsant  1'ordre  des   lignes  affectees   a  la  main  gauche 
pour  que  la  division  de  la  page  puisse  se  faire  au  bon  endroit, .Lors  dc  la 
miso  en  page  definitive,   on  retablit   l'ordro  normal  des   lignes. 

Une  autre  methode,   dont  il  n'a  pas  ete  fait  mention,  consiste  a  faire 
une  transcription  distincte  pour  chaque  main,    les  numeros  des  mosures  figu- 
rant en  marge,   a  droite,   dans  une  colonne  qui  est  separee  du  texte  propre- 
ment  dit   par  un  cspace   libre.      Los   reprises   eloignees   sont  indiqueos, 
commc  dans  la  transcription  mesuro  sur  mesure,   au  moyen  de  numeros  do 
mesure. 
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VI.  Choix  cntrc  lcs  quatro  modes  fondamentaux  de 
disposition. 

Nous  evens,  dans  la.  section  precedent©,  prescnte  six  ro^es  dc 
transcription,  tcls  qurils  sent  actucllemcnt  utilises  dans  certains  pays. 
Plusicurs  autrcs  variantcs  n*ont  pas  cte  mentiennecs.  II  n'oxistc  en 
realitu  que  quatrc  manieres  fondamontalos  d'ocrire  la  musiquc  polyphoniquo 
divisec  en  mesurcs.   Roluits  a  l'ossontiol,  cos  quatrc  medos  fondamentaux 
sent  : 

1.  Transcription  separuc  do  chaquo  partic  p  ur  tout  lo  morccau,  coramo 
dans  Igs  morceaux  d' ensemble  destines  a  la  lecture  en  groupo,  ou 
dans  certains  des  premiors  morceaux  pour  piano  transcrits  en  braille. 

2.  Transcription  siraultanec  dos  parties,  coramo  dans  la  transcription 
vcrticale  ct  1c  systemo  d,altornance  dos  mains, 

3.  Transcription  altomoc  des  parties,  mesuro  par  mesurc. 

i+.    Transcription  parallelo  des  parties,  mesuro  sur  mesuro  cu  temps 
sur  temps. 

Si  nous  voulons  ncus  mettro  d' accord  sur  un  modo  unifie,  il  nous 
faut  comparer  lcs  moritos  respectifs  do  ces  quatro  modes  f ondamantaux,  t  ant 
du  point  do  vue  des  services  qu'ils  pouvent  rendro  a  la  noyenne  des 
loctours  que  de  lour  coramodite  pour  la  moyenne  dos  transcriptcurs.  Quand 
not re  enquete  sera  tcrmineo 

a)  nous  aurons  choisi  l'un  dos  modes  fendamontaux  tel  qu'il  est  actuol- 
lomont  pratique  commo  convenant  a  la  reproduction  do  n' importc  quello 
musiquej   ou, 

b)  nous  aureus  choisi  l'un  des  modes  actuols  cemmo  convenant  dans  la 
majorite  dos  cas,  tout  on  re commandant  d'autros  modes  cemme  repondant 
micux  a  certains  besoins  particuliors  -  compromis  quo  l'Uncsco 
n'envisago  pas  a  l'hcuro  actuello  j  ou, 

c)  nous  aurons  croe  vm  systemo  nouvcau  et  destine  a  l'usage  general 
en  combinant  lcs  avantages  do  deux  ou  trcis  des  modes  fondamentaux. 

Dans  aucune  do  cos  hypotheses,  lcs  catalogues  oxistants  no  scront 
r^duits  a  neant. 

Nous  dovrons  au  cours  do  notro  onquotc,  examiner  franchoijat,  deaa 
leur  realito,  les  besoins  auxquols  repondent  ct  los  circonstanccs  qui 
cntouront  la  lecturo,  l'ocrituro,  ot  1' impression  do  la  musiquo  Braillo. 
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II  nous  faut  isoler  les  divers  aspects  de  cette  rcalite,  do  cos  besoins 
et  do  cos  circonstancos,  en  faire  tour  a  tour  l'ob.-fet  dc  nos  reflexions, 
porter  un  jugement  sur  chacun.   Cost  de  1' ensemble  de  nos  jugomonts 
(si  nous  avons  procede  avee  le  serieux  ot  1* impartiality  necessairos) 
quo  se  degagcra  la  solution  rationnelle  d'un  probleme  qui  embarasso  tous 
los  pays  du  monde.  Los  questions  fondamcntales  sont  les  suivantes  : 

1.    La  question  des  moyonnos  de  groupe s 

Le  principe  poral  qui  veut  que  1'on  recherche  lc  plus  grand  bien  du 
plus  grand  nombre  devra  nous  sorvir  do  guide.  Dans  lo  choix  d'un  mode  de 
transcription  unifie,  le  niveau  moyen  tant  des  locteurs  que  des  transcrip- 
tcurs  est  done  d'une  importance  capitale.  Les  principaux  groupos,  dont 
les  besoins  moyens  et  les  aptitudes  moyonnos  devront  etre  oonsideres  sont 
les  suivants  : 

a)  Les  enfants  des  ecoles  pour  aveugles,  cxternants  ou  intcrnats  du 
monde  enticr..  lis  constituent  de  loin  le  groupe  le  plus  considerable, 

QUESTION  1.  Quel  est  le  mode  fondamental  dc  transcription  qui 
permettrait  a  co  groupe  do  lire  le  plus  a.isemcnt. 

Opinion  do  lTexport  :  en  premiere  ligne,  lc  mosuro  sur  mesure  ou  une 
variante  de  ce  systeme  ;  en  second;  lignc,  le  mode  continental  a  phrases 
courtes  avoc  mesurcs  numorotees  d'un  bout  a  l1 autre  du  tcxte. 

b)  Les  iducateurs  avouglcs  dT enfants  aveur-lcs  ou  "voyants".  lis 
constituent  lc  second  groupe  par  ordre  dT importance.  Co  groupe  a  d'abord 
besoin  d'un  mode  do  transcription  qui  pcrmottro  lc  dechiffrago  rapide  de 
n'importc  quelle  partio  sans  memorisation  prealable  ot  qui  pcrmctts  do 
discerner  aisamont  la  structure  generale  d'uno  composition  peu  oonnuo. 

QUEST I01T  2.  Quel  est  le  mode  de  transcription  qui  permettrait  a 
oe  groupe  do  lire  le  plus  aisement. 

Opinion  do  1* expert  :  memo  reponsc  que  pour  la  question  1, 

c)  Les  educateurs  "voyants"  d' enfants  aveuglcs  (souvent  novices 

dans  lo  metier),  qu'ils  soiont  ou  ne  soiont  pas  attaches  a  un  etablisscmcnt 
ou  cours  spocialement  destine  aux  avcugles.  Ce  groupe  ost  reduit  mais 
important  du  fait  dc  son  influence.   II  a  besoin  d'un  systeme  qui  donne  des 
partitions  d* aspect  normal  ot  ot  qui  pormettc  un  alignement  facile  dc  la 
partition  en  braillo  et  dc  la  partition  on  noir. 

QUESTION  3.  Quel  scrait  le  modo  do  transcription  lo  plus  commode 
pour  co  groupo. 

Opinion  dc  1* export  :  memo  reponso  que  pour  los  questions  1  et  2. 

d)  Los  rausiciens  amateurs  ot  los  adultos  rocenmont  frappes  de  ccrite, 
qui  s'inte res sent  principalemcnt  aux  cantiques,  ballades,  et  autros  genres 
musicaux  simples.  II  faut  a  cc  groupo  dos  partitions  braille  dont  la  dispo- 
sition so it  aussi  simple  ot  aussi  normalo  que  possible. 
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QUESTION  h.     Quel  est  lo  modo  do  transcription  qui  aurait  dos  chancos 
d'offrir  a  cc  groupe  le  plus  do  commoiite  du  point  d© 
True  de  la  lecture  ? 

Opinion  de  1' export  :  les  music ions  am- tours  preferoront  selon  touto 
vrai semblance  la  memorisation  patientc  au  dechiffrago  rapido.  Los  melodies 
dos  cantiqucs.ot  des  ballades  sont  souvent  les  premieres  auxquclles  ils 
s* int ere s sent.   II  conviendrait  done  de  transcrire  separoment  les  melodies 
au-dessus  de  l'arrangement  instrumental.  Los  preferences  de  ce  groupc  iraient 
en  premier  lieu,  au  mesure  sur  mesure,  on  second  lieu  au  mode  continental 
a  phrases  courtes,  et,  en  troisiemo  lieu,  au  mesure  par  mesure. 

o)  Les  transcripteurs  benevoles  et  lecteurs  prives  pour  music ions 
aveugles,  qui  constituent  un  groupe  peu  nombreux  mais  trop  important 
pour  que  nous  puissions  no  pas  tenir  compt©  de  ses  capacites  ot  de  sa 
formation  moyenno.   Us  ont,  peut-etre  plus  que  quiconqu©,  besoin  d'un 
mode  unifie  qui  soit  rapidemont  assimilablo  et  qui  puisso  s* adapter  aux 
divers  types  do  transcription  qu'on  peut  leur  domander  d,entreprondro. 

QUESTION  5.  Quel  est  le  mode  fondamental  qui  serait  le  plus  commode 
pour  la  moyenno  des  transcripteurs  volontaircs  ? 

Opinion  de  1* expert  i   D©  nombreux  transcripteurs,  a  cause  do  la 
disposition  plus  normale  du  mesure  sur  mesure,  pourraient  pencher  en  favour 
do  cot  arrangement,  notamment  s'il  est  fait  usage  de  machines  a  ecrire 
modernes.  On  leur  demande  plus  souvont  de  travailler  sur  de  la  musique 
compliquce  que  sur  des  textes  simples..  On  ne  peut  attendre  de  ce  group© 
qu'il  surmonto  les  difficultes  do  la  transcription  simultanee,  (transcrip- 
tion  vcrticalo  et  ses  variantes).  On  ne  peut  pas  non  plus  lui  demandor, 
s'il  s'agit  de  musique  compliqueo,  de  savoir  disposer  lo  textc  mesure 
sur  mesure  ou  temps  sur  temps  ;  la  difficulty  ost  particuliercmont  grand© 
pour  ceux  qui  ecrivont  au  poincon.   II  serait  done  indique  d'adopter  pour 
co  group©  soit  1©  mode  continental  a  phrases  courtes,  soit  le  mosure  par 
mesure  -  do  preference  avec  mesures  numerot6es  de  bout  en  bout. 

f)  Les  eleves  avances  des  etablissements  secondaires  et  du  Conser- 
vatoire, ainsi  que  los  musiciens  professionnels  aveugles  -  group© 
considerable  dont  la  virtuosite  en  matierc  de  dechiffrago  est  tres  supe- 
rieur©  a  la  moyenno  do  tous  les  autres,  Ce  groupe  peut,  avec  plus  ou 
moins  de  facilite,  utiliser  n* import©  quel  mode,  pourvu  quo  la  transcrip- 
tion soit  accompagneo  do  notes  oxplicatives  ot  que  1'on  indiquo  le  sens 
dans  lequel  les  accords  doivent  s©  lire.  Co  groupe  procedo  surtout  par 
memorisation,  et  a  surtout  besoin  dfun  systeme  qui  sc  prcto  a  l^lignemont 
des  parties  corrcspondantes, 

QUESTION  6.  S'il  faut  rccommandcr  un  modo  do  transcription  pour  los 
musiciens  professionnels  ou  deja  avances,  quel  est  lo 
modo  fondamental, modifies  au  besoin,  qui  leur  offrirait 
1©  plus  do  facilite  du  point  do  vue  do  la  memorisation  ? 

Opinion  do  1'oxpcrt  :  il  est  extromoment  facheux  do  limitcr  1c  choix, 
on  ce  qui  concern©  ce  groupe,  a.  un  soul  mode  de  transcription  a  l'oxclusion 
do  tous  les  autres.  II  faut  tenir  compte  dc  la  rccommandation  relative  aux 
transcripteurs  bonevolos,  dont  les  sorvicon  *onzfon   bicn  dos  pays,  indis- 
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pcnsablcs  aux  noisicions  avances.  Lc  mo^e  do  transcription  a  re comrian'Tc r 
en  co  cas  scrait  lc  node  continental  a  phrases  courtos,  ou  lo  mesuro  par 
nesure  -  avoc  mesuros  numcrotees  de  bout  en  bout. 

2.    La  question  do  l'ecriturc  au  poincon  contre  l'ecriturc  a.  la  machine 

L'ecriturc  au  poincon  continue  a  so  pratiqucr  dans  toutcs  les  parties 
du  mondo  ct  sera  toujours  employee  par  dc  nombreux  avougles  et  par  certains 
transcripteurs.  Ccrtaincs  personnos  la  prefercnt  on  raison  dc  ses  qualites 
proprcs,  tandis  quo  ccrtaincs  1'utiliscnt  parce  qu'clles  n'ont  pas  les 
moyens  do  sc  procurer  une  machine  a  ecrirc.  Les  tablcttcs  no  depasscnt 
generalcmcnt  pas  une  longueur  de  26  a  28  rectangles  a  la  lignc.  Lc  papier 
a.  machine  braille  courammont  utilise  est  on  general  du  format  corrospondant 
aux  tablcttcs  in-octavo. 

Sur  tablcttcs,  les  modes  dc  transcription  mesuro  sur  mesure  ot  temps 
sur  temps  presentent  des  difficultes,  notammont  pour  les  aveugles.  Les 
numeros  d.c   mesuro  marginaux  et  los  signes  m.d.  ct  m.g.  rcduisent  encore  la 
place  disponiblc,  do  sortc  que  la  transcription  parallelc,  surtout  s'il 
s'agit  dc  musiquc  compliqueo,  ne  conviont  guere  a  l'ecriturc  au  poincon* 
Les  autrcs  modes  fondamentaux  de  transcription  reposont  sur  l'ecriturc  en 
ligne  continue  qui  est  obligatoire  lorsquTon  ecrit  sur  des  tablcttcs. 

On  aura  de  plus  en  plus  rccours,  pour  ecrire  la  musiquc  Braille,  a 
l'cmploi  dc  machines,  qu'il  s'agisse  dc  machines  a  ecrirc  ordinaires  ou  dc 
stereotypcuscs  «  l'ecriturc  au  poincon  pordra  done  pcu  a  peu  sa  raison 
d'etre,  » 

Les  editeurs  de  musiquc  deviendront  de  plus  en  plus  nombreux,  dc  memo 
que  les  transcripteurs  faisant  usage  do  machines.  Des  maintenant  (ot  ceci 
est  do  la  plus  haute  importance)  la  grand©  majorite  des  lecteurs  do  musique 
Braille  utilise  des  partitions  imprimees  ou  ecrites  a.  la  machine.  Cetto 
ma jo rite  ira  croissant. 

Tous  les  modes  fondamentaux  de  transcription  convionnent  a  l'ecriturc 
a  la  machine,  y  compris  ceux  que  nous  avons  consideres  commc  inapplicablcs 

a.  l'ecriturc  au  poincon  (closure  sur  mesure  et  temps  sur  temps)  et  qui 
neritent  d'otre  examines  de  ce  nouveatr  point  do  vue.  S'il  est  exact  que,' 
comae  nous  1' avons  dit  plus  haut,  la  transcription  parallele  facilite  la 
lecture  pour  plusieurs  des  groupos  los  plus  nombreux,  constituant  ensemble 
une  forto  majorite,  il  pout  devenir  necessairc  d©  se  ranger  a  une  solution 
nouvclle  et  rationnello.  II  faut  mettre  en  balance  les  inconvenients  que 
prescnto  l'abandon  progrcssif  de  l'ecriturc  au  poincon  et  les  avantages 
qui  decoulent  d'un  dechiffrago  plus  facile  pour  la  majorite  des  lecteurs. 

QUESTION  7.  (a)  Les  limitations  particuliercs  a  l^criture  au  poincon 
dcvraicnt-ellcs  influer  sur  le  choix  d'un  mode  de 
transcription  unific  ?  Autrcracnt  dit,  faut-il  f \irc 
choix  d'un  mole  unique  comraun  a.  l'ecrituro  au  poincon  ct 
a  l'ecriturc  a.  la  machine,  en  depit  des  inconvenients 
qu'il  pour rait  presenter  pour  l'unc  ou  pour  1' autre. 
Dans  cc  cas,  quel  mode  conviendrait-il  do  choisir  ? 
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(b)  Ou  bien  serr.it-il  possiblo  dc  prcscriro  un  mode  simple 
pour  lf6criture  au  poincon,  indopcndammont  ou  on  plus  du 
choix,  pour  1* impression  ou  la  dactylographio,  d*un  mode  qui 
lour  convienno  mioux. 

Opinion  do  1* expert  :  Sfil  faut  choisir  un  mode  unique,  ce  mode 
dovra  se  pr&tcr  asscz  bien  a  lt6crituro  au  poincon  do  tous  les  gonrcs 
dc  musique.  Les  limitations  inherontcs  a  l'ecriture  au  poincon  orientcnt 
notro  choix  vers  le  mesuro  par  mesure  ou  lo  mode  continental  a  phrases 
courtos,   II  faudra  dans  1'un  ou  V autre  cas  adopter  1c  systemic  do. 
numerotation  des  mosuros,  pour  facilitcr  1'alignemont  dos  parties  dans 
lc  cas  dc  I'un  de  cos  modes,  et  les  repetitions  chif frees  dans  les  deux 
cas.  Dc  nombrcux  lecteurs  avances,  qui  no  verraiont  quo  pou  d'inconve- 
nicnts  a  l'emploi  dc  plusieurs  modes,  proferoraiont  probablomcnt  voir 
adopter  un  mode  simple  pour  I'ecrituro  au  poincon,  sans  imposer  d'inutilcs 
restrictions  a  la  musique  rcproduitc  suivant  des  techniques  plus  avanccos. 
On  aurait  done  deux  modes  distincts,  cc  qui  entraihorait,  pour  la  seconde 
fois  au  cours  do  la  prescnto  etude,  une  modification  du  voeu  par  lequel 
l'Unesco  reclamait  1* adoption  d*un  scul  et  memo  mode.  Nous  avions  etc 
pour  la  promiere  fois  amenes  a  nous  en  ecarter  a  propos  de  l'altcrnanco 
des  mains,  considercc  comme  un  supplement  necessaire  au  mode  qui  serait 
choisi,  quel  que  doivo  6tro  ce  mode. 

3,    La  question  do  la  musique  rogionale  caracteristique. 

II  est  au  moins  partielloment  exact  que  les  divers  modes  sont  nes 
de  besoins  regionaux  et  qu'ils  devront  continuer  a  repondre  aux  bosoins 
de  leurs  regions  d'origino,  II  y  a  le  cas,  par  exemple,  des  centaines 
dTorganistes  (et  prof os sours  de  musique)  dos  paroisses  catholiques 
de  France  et  de  Quebec.  II  y  a  celui  des  organistes  et  dos  maitrcs  do 
chapellc  d'autrcs  eglisos,  dont  le  travail  exigo  beaucoup  de  memorisation. 
II  y  a  les  besoins  particuliers  en  materiel  d'ensoignement  (notamment 
manuols  et  methodes  publies  dans  lo  pays)  des  eleves  dos  ecoles  pour 
avcuglos  d'uno  region  donnec.  II  y  a  les  besoins  regionaux  caracteristiques 
on  musique  do  dansc  publico  dans  le  pays.  (Pour  la  musique  dc  danso,  uno 
transcription  dos  melodies  accompagnec  do  brevos  indications  sur  l'harmo- 
nisation,  suffit  aux  orchostres  profess ionnels  d'aveuglos). 

II  faut  bien  reconnaitre  que  la  musique  Braille  imprimee  ou  copioo 
a  la  main  pour  l'un  ou  1 'autre  de  cos  besoins  regionaux  particuliers 
servira  presque  exclusivcmont  dans  la  region  pour  laquollo  elle  a  6t6 
produitc.  Lorsquo,  exceptionnellemont,  on  reclame  cetto  musiquo  dans 
d'autrcs  regions,  c*est  pour  des  musiciens  suffisammont  avances  dans  la 
pratique  de  lour  art  pour  pouvoir  s 'adapter  sans  grande  difficulty  a 
n'importo  quel  mode  do  transcription. 

QUESTION  8.  Le  mode  unifie  doit-il  so  substituer  aux  divers  modes 

regionaux  caracteristiques  ?  Autromcnt  dit,  la  musiquo 
catholique,  la  musique  anplicane  ou  toute  autro  musiquo 
d'eglise  dcvraicnt-ollos  ?trc  transcritos  do  la  mome 
fa<jon  ?  Le  matoriol  d'e.  ^oignement  destine  aux  elevos 
dos  ecoles  allcmandos  pour  avcuglcs  dovrait-il  ctro 
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transcrit  dc   la  ncno  fa<jon  que   colui  qui  est   destine 
aux  ctablisscnents   correspondents   'los  Etats-Uuis    ? 
La  nusique  do  danse  dovrait-elle  ctre  transcrito  en 
Argentine  dc   la  neme   fc-.qon  qu*en  Inde   ? 

Opinion  de   1' expert   :    II  faut  choiair  ot  prcscrire  un  node  unifio 
pour  toutes    les  partitions   do  nusique  classique   qui  sent  appclees    a.  ctre 
universe llecient  employees.      Si   l'on  s'efforgait  de  rupandre   l'enploi  d*un 
node  dc  transcription  unifie,    il  est  vraiscnblable   que   les  usages   rcgionaux 
finiraicnt  par  s'en  rossentir.  I^ais   il  est  peu  probable   que   le  node  unifio 
puissc   ctre  applique  d'enblee   a.  la  nusique  d'egllse  regicnale,   au  materiel 
regional  d'onsoignoncnt,   ou  a  la  nusique  de  dansc   rogionale. 

1|#  La  question  des  types  naturels  de  compositions 

Si  lTon  excopte   lc  plain-chant,    qui  n'est  pas  divise  en  nesures,   et 
cortaines  cenpositions  noderncs  en  rythne  libre,   il  existo  quatre  -princi- 
paux  types  de  nusique   diviseo  en  nesures, 

a)  Husique  dont  toutes   les   parties  consistent  en  nesures  relativencnt 
courtes  et  egales. 

b)  Musique  dont  une  partie  consiste  en  nesures   longues,    1* autre  ou 
les  autros  parties  en  nesures  courtes. 

c)  Husique  dont  toutes  les   parties  (deux  ou  davantage)   consistent  en 
nesures  longues  et  complexes. 

d)  Musique  pour  piano  consistant  en  notes,   accords  ou  passages  courts 
executes  alternativemcnt  par  les  deux  mains. 

Cortaines  personnes  estiment  que  chacun  de  ces  types  naturels  de 
composition  appelle  de  lv.i-neno  un  certain  mode  de  transcription  qui  lui 
convient  mieux  que  tout  autre, 

QUESTION  9»     a)  Quel  est  le  mode  lo  plus  approprie  a  la  musique  dont 
los  nesures  sont  relativoment  courtes  et  cgalcs   ? 

b)  Quel  est  lo  node  le  plus  approprie  a  la  nusique  dont 
uno  partie  consiste  en  nesures   longues,   ot  l'autre  ou 
les  autrcs  en  nesures  courtes  ? 

c)  Quel  est  lo  mode  lo  plus  approprie  a  la  nusique 
conplexe  dont  toutes   les  nesures   sont  longues   ? 

d)  L*alternance  des  nains  est-elle  un  supplement 
necessaire  a  un  node  unifie   quel  qufil  soit  ? 

e)  Question  capitalc    :   quel  est  le  node  dc  transcrip- 
tion qui  cenviendrait  le  nicux  a  tous   les  types  de  mu- 
sique  indiquos  ci-dessus    ? 

f)  Quel  est  lo  mode  qui  conviont  lc  nioux  a  la 
transcription  du  plain-chant  ot  do  la  nusique  moderne 
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L* expert  no  pourra  repondr©  a  cos  questions  ni  aux  questions 
connexos  qui  precedent  avant  d* avoir  procedc  a.  une  analyse  complete 
do  toutes  les  reponses  rccucs.   Los  idees  deja  exprimecs  ci-dessus 
pcuvent  ncanmoins  se  resumor  comme  suit  : 

lr   II  faut  insistor  sur  la  nocessite  d* adopter,  dans  le  code 
unific,  un  node  unific  do  transcription,  d1 application  aussi  largo  quo 
possible,  auquel  se  conformeraient  toutes  les  publications  musicalos 
appelees  a.  recevoir  une  diffusion  internationale. 

2.  Les  avantages  do  la  numerotation  dos  mesurcs  devraiont  ctre 
etendus  a  tous  les  modes  fondamentaux  de  transcription. 

3.  Tous  les  modes  fondamentaux  devraicnt  otro  decrits  dans  lo 
code  unifie  comme  pouvant  supplier  le  mode  unific  a.  certaines  fins 
part iculieres . 

U.       Le  systemc  d,alternancc  dos  mains  est  lo  complement  nccessairo 
do  tout  mod©  de  transcription  quel  qu'il  sort. 

5,   Dans  tout  toxte  musical  Braille,  et  particuliercment  s*il 
sfagit  do  musique  classique,  toutes  les  mentions  et  indications  vcrbales 
(titrcs,  noms  du  compositeur,  nom  de  l*editour,  directives)  devraiont 
figurcr  on  Braille  non  contracto,  Le  mode  do  transcription  ainsi  que  le 
sens  de  la  lecture  des  accords  devraiont  otre  indiques  au  debut  du 
morcoau. 

QUESTION  10.  Si  la  musique  est  diviscc  on  phrases,  ccs  dcrnieros 
doivcnt-ollos  correspondrc  aux  portees  du  toxte 
imprime  ou  aux  phrases  musicales  ? 

QUESTION  11.  Que lies  modifications  ou  additions  est-il  souhaitabl© 
d'apportcr  au  code  international  de  notation  musicale  Braillo  dc  19^9  ? 

QUESTION  12.  Est-il  souhaitablo  d*apportor  cortaincs  modifications 
ou  additions  aux  symboles  conventionncls  actuellement 
on  usage  ? 

QUESTION  13,  Est-il  souhaitablo  d'apportcr  a.  l'un  quelconquo  dos 
principaux  modes  de  transcription  certaines  modifi- 
cations dont  il  n'est  pas  fait  mention  dans  l'otudo 
qui  precede  ? 
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Traduit  do  1* anglais 

ORGANISATION  DES  NATIONS  UNIES 
POUR  V EDUCATION,   LA  SCIENCE  ET  LA  CULTURE 

ETUDE  MONDIALE  PRELB1INAIRE 
SUR  LA  NOTATION  MUSICALE  BRAILLE 

par 
L.T7.  Rodenborg 
Mombro  du  Conscil  Mondial  du  Braillo 
Consultant  do  1'Unesco  pour  la  notation  du  Braillo  musical 
Illinois  School  for  the  Blind 
Jacksonville,   Illinois,  U.S.A, 


Tablo  des  mat ie res 

I.  Objot. 

II.  L'Unesco  ct  lo  Conseil  Mondial  du  Braille, 

III.  Definitions, 

IV.  Rcformes  generales  envisagees. 

V.  Modes  do  disposition  t 

Origino,  description  ot  illustration 
Transcription  scpareo  dos  parties  ;  mode  continental 
Transcription  simultanco  j  mode  vortical 
Alternance  des  parties  et  dos  mains 
Transcription  altcrneo,  mosure  par  raesure 
Transcription  parallelo,  mesure  sur  mosure 
Transcription  parallelo,  temps  sur  tomps. 

VI.  Questions  que  souleve  le  choix  entre  los  quatre  modos  fondamentaux 
do  disposition. 

La  question  des  moyennos  do  groupes 

La  question  de  I'ecrituro  au  poincon  contro  l*ocriture 

a  la  machine 

La  question  do  la  musique  regional©  caractcristique 

La  quostion  dos  types  naturels  de  compositions* 

Toutes  los  personnes  ou  organismos  competents  qui  accoptoraient  de 
contribuor  au  succes  do  la  presente  onquote  on  lui  consacrant  une  partie 
de  leur  temps  ot  do  leurs  reflexions  sont  instamment  pries  de  bien  vouloir 
envoyor,  des  qu*il  lour  sera  loisiblo  do  lc  fairo,  a  l^dresso  ci-dessus 
indiquco  lours  reponsos  aux  quostions  poseos  dans  los  pages  qui  suivcnt« 
Chaque  reponso  devra  porter  lo  memo  numcro  quo  la  quostion  corrospondante. 
Au  cas  ou  ils  dosircraicnt  formuler  des  suggestions  qui  sortont  du  cadre 
fourni  par  lc  questionnaire,  ils  sont  invites  a  los  joindre  on  annexo  a 
leur  rcponso. 
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I.       Ob jot. 

Le  progrctfiime   relatif  &.  la  notation  inusicale  Braille,    dont  traite   la 
presonto  etude,  vise   a  assurer,    si  possible  dans   le  monde  entier,   l'emploi 
d'un  code,  dfun  catalogue  et  d*un  node  de  disposition  unifies. 


II.   L'Unesco  et  le  Conseil  Mondial  du  Braille. 

Les  limes  ci-dessous  sont  empruntees  au  rapport  que  le  Comite 
consultatif  a  pub lie  au  debut  de  1952  : 

"Lc  Conseil  executif  de  l'Unesco,  lors  de  sa  vingt-huiti&me  session, 
on  octobre  195 1»  a  autorise  le  Directeur  general  a.  mettre  sur  pied  provisoi- 
rcrent,  et  sous  la  forme  d'un  Coite  consultatif,  un  Conseil  mondial  du 
Braille  rattache  a  l'TJnesco.   Le  Directeur  general  a  ete  egalement  autorise 
a  reunir  un  ComitS  d' exports  afin  de  l'ai^er  a  definir  la  composition  et 
le  role  du  Conseil  en  question. 

7!Le  Comite  consultatif  en  vue  de  la  creation  d'un  Conseil  mondial 
du  Braille  s'est  reuni  a  Paris  du  10  au  12  decembre  1951 •   H  conprenait 
15  membrcs  representant  les  pays  suivants  :  Birmanie,  Colombie,  Egypte, 
Espagne,  Etats-Unis  ^'Amerique,  France,  Inde,  Irak,  Japon,  Union  Sud- 
Africaine  et  Yougoslavie. 

"Au  cours  des  six  reunions  qu'a  tenues  ce  comite ',   un  premier  pro  jot 
de  statuts  du  futur  Conseil  Mondial  du  Braille  a  ete  prepare  pour  etre  sourais 
au  Directeur  general  •  des  suggestions  ont  ete  faites  quant  aux  methodes 
de  travail  du  Conseil  et  aux  tachos  dont  il  devrait  etre  charge  •  enfin,  dos 
noms  de  specialistos  du  Braille  qui  pourraient  ctro  invites  a  devenir  mombros 
du  -onscil  ont  ete  proposes. 

"Lc  Comite  recommande  quo  le  programme  du  Conseil  mondial  du  Braille 
comprenne  les  points  suivants  :  education  musicale  j  symboles  mathematiquos 
et  scicntifiques  ;  preparation  d'un  catalogue  international  ;  etablissement 
do  conseils  regionaux  qui  etudicraicnt  ontro  autrcs  la  question  du  Braille 
contracts  •  aide  ot  assistance  pcrmcttant  d'etondrc  l'application  du  systeme 
Braille  unifie  au*  langues  do  l'Afrique  et  de  l'Asie  du  Sud-Bst.  Considerant 
que  lo  principc  fondamcntal  de  l'ecrituro  Braillo  est  de  sviivre  pour  chaque 
languc  d'aussi  pres  que  possible  1'alphabct  ot  l'orthographc  communs,  pour 
les  bcso\ns  du  Conseil  mondial  du  Braille  le  monde  a  ete  divise  on  huit 
zones. . . 

"Le  Comite  c.   propose  que  la  composition  du  premier  Conseil  mondial 
€\x   Braille  soit  do  6  membrcs  representant  les  differentcs  zones  et  trois 
mombres  choisis  en  tant  que  specialistes  et  techniciens.  Lc  Comite 
propose  au  Directeur  general  do  l'TJnesco  de  designer  comme  membres  du 
premier  Conseil  mondial  du  Braille  les  personnalites  suivantes  : 
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Mr.  John  Jarvis,  rational  Institute  for  the  Blind,  Londrcs. 

H,  J.  Pardo  Ospina,  Dircctour  de  la  Pederacion  Facional  de  Ciegos, 

Bogota,  Colombie, 
;'•'.  Lai  Advani,  Ministry  of  Education,  New  Delhi,  Inde. 
H.  Sayod  Abdel  Fattab,  Le  Caire,  Egypte. 
M.  Li  Fan  Kuei,  Professeur  a  Washington  University,  Seattle, 

Etats-Unis  (zones  chinoise,  japonaisc  ct 

coreeraie ) . 
K.  John  ""ilson,  Londrcs,  Angleterre 

II.  L.17.  Rodenbcrg,  Illinois  School  for  the  Blind,  Jacksonville,  111. 
M.  Pierre  Henri,  Paris,  France. 
Sir  Clutha  Mackenzie,  Auckland,  ITouvolle  Zelande. 

"Le  comite  a  exprime  l,espoir  que  le  Directour  general  do  PUnosco 
reunirait  bicntot  les  membres  du  Conseil  mondial  du  Braille  et  preluderait 
a  l1  important o  tache  3.nternationale  de  cet  organisme.   Les  statuts 
rccomnandent  que  le  Conseil  mondial  du  Braille  sc  reunissc  au  moins  une 
fois  tons  les  cinq  ans." 

Aucune  reunion  du  Conseil  mondial  du  Braille  n'a  ou  lieu  jusqu'a 
cc  jour  ct  son  scul  acte  officicl  a  ete  de  proce^er  par  correspondance 
a  1' election  de  Sir  Clutha  Mackenzie  comme  president  et  de  M.  Pierre 
Eenri  et  de  '  .  John  Jarvis  comme  vice-presidents. 

Au  cours  de  I'automnc  do  1^52,  le  Directour  du  Departcment  de 
lr information  de  lfUnesco  a  prie  M.  L/"7*  Rodenberg  (autcur  de  la  prescnte 
etude  )  d'acceptor  en  tant  que  conseiller  musical  du  Conssil  mondial 
du  Braille,  de  proceder  :'.  une  enquete  mondiale  sur  la  notation  musicale 
Braille.   Si  les  dispositions  necessaires  peuvent  etre  prises,  une  conferen- 
ce se  reunira  en  1<?5&  sous  les  auspices  soit  de  1'Uncsco,  soit  de 
1' Organisation  mondiale  pour  la  protection  socialo  des  aveurlcs,  afin 
do  parvenir  a  un  accord  international  sur  un  code  de  notation  unifie 
(y  compris  les  modos  de  disposition),  ainsi  que  sur  les  problemcs 
d^unification  du  Catalogue  et  de  la  diffusion, 

III.  Definitions. 

Code  unifie  ?  Version  remaniee  du  manuel  international  de  musique 

compronant  tous  les  symboles  et,  si  possible,  un  mode 
de  disposition  unifie. 

Mode  de  disposition  :  Facon  de  disposer  la  partition  musicale  sur  la 
page  Braille. 

Mode  de  disposition  unifie  :  Un  des  modes  existants  destine  a  ctre 
univo r s e 1 lement  adopte  (avoc  ou  sans  modification). 

lie  sure  :  Subdivision  du  rythme  d'une  composition  musicale. 

Temps  :   Subdivision  rythmique  de  la  mesure. 

Partie  :  Ensemble  des  notes  pour  uno  meme  voix,  ou  pour  un  instrument 
a  un  seul  son,  ou  pour  une  main  en  particulior,  ou  pour 
les  pedales  (s'il  s'agit  do  piano  ou  d'orgue). 
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Phrase  :   Une  ou,  plus  frequemmont,  plusicurs  mesurcs  du  tcxtc  Braillo, 
constituant  uno  subdivision  separee  ou  un  "paragraphc"  d'une 
composition. 

ITume rotation  des  mosures  :  Designation  dcs  mesures  d'uno  composition  musi- 
cal© ou  de  scs  principalos  subdivisions  au  moyon  do  numeros 
consecutifs.  Lc  transcriptcur  narque  lcs  chiffrcs  au-icssus 
ou  au-dessous  dos  mosures  sur  la  partition  imprimeo,  common- 
cant  par  un  "1"  pour  la  premiere  mosuro  complete,  ou  par  un 
"0"  pour  uno  mesure  incomplete  au  debut  du  morceau.  Lcs 
finales  sont  comprises  dans  la  nume rotation. 

Numero  marginal  :  Numero  designant  uno  mesure,  place  en  tote  d'une  phrase 
et  debordant  en  general  sur  la  marge  de  gauche. 

Repetitions  chiffrecs  :  Repetition  d'uno  mesure  (execpte  la  demiere  mesure 
precedbnte )  indiquee  par  inscription  do  son  numero  au-dessous 
et  a  droite  du  pref ixc  numeral  ;  ou  repetition  de  deux  ou  plus 
de  deux  mosures,  indiquee  par  inscription  des  numeros  respectifs 
do  la  premiere  et  de  la  demiere  dos  mesures  a  repeter. 

Ecriture  au  poincon  :  copie  executee  a  la  main  a  l'aide  d'un  poincon  sur 

tablo^te . 

Ecriture  a  la  machine   :  Copie  obtcnue  au  moyen  d'une  "machine  a  ecrire" 
"*"  Braille  ou  d'une  stereotypeuse  sur  laquelle  la  matiere 

imprimee  est  "visible". 

Transcriptcur  :  Colui  qui  copie  des  partitions.   Ce  pout  ctro  un  musicien 
~~         avcugle  ou  un  "voyant"  qui  fait  ce  travail  . 

Stereotypeur  :  Colui  qui  prepare  les  plaques  dostineos  a  1* impression. 

Catalogue   :  Liste  ordomiee  des  compositions  manuscritos  ou  iraprimeos 
destinecs  a  une  diffusion  generale. 

IV.  Reformes  generales  envisagees. 

On  a  propose  a  divcrses  reprises  d'operer,  dans  lc  sj^stemc  do  notation 
musicalo  Braille  de  profondes  reformes  qui  auraicnt  pour  offot  do  reduiro 
a  neant  tous  lcs  catalogues  cxistants.  Don  Gabriel  Abreu  de  Madrid  (Espagne  ) 
avait  entrcpris  en  1855  d°  repandre  1'usago  d'un  roctangle  Braille  special 
pour  la  musiquc,  compose  de  huit  points  disposes  en  deux  rangees  verticalos. 
Au  Mexiquo,  Alejandro  Mcza  fut  lo  premier  a  proposer  la  transcription  des 
accords  sous  la  forme  do  notes  abaissees  au  niveau  infericur  ;  mais  il  aurait 
fallu  pour  cola  permutor  los  sens  do  quatorze  au  moins  des  signes  fondamen- 
taux  au  minimum. 

Plus  recemmont,  Paul  T.  Mayhew,  de  Londros,  qui  dirigea  pendant  de 
longuos  anneos  le  service  de  transcription  musicalo  du  National  Institute fbr 
the  Blind,  a  propose  (19^9)  aoxxs   lc  nom  do  "Uniform  Note  System"  une  reform© 
aussi  profondo  quo  hardie.  Un  code  appliquant  a  tous  los  aspects  de  la 
notation  musicale  Braille  lcs  principes  do  la  nouvello  methodo  a  ete  publie 
sous  lo  titre  do  "Uniform  Note  System"  par  lo  National  Institute  for  the 
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Blind  (Great  Portland  Street,  Londres)  en  1951.  Dans  l'avant-propos  quTil 
ecrivit  pour  cet  ouvrage,  Sinclair  Logan,  Secretaire  du  Departement  do 
Musique  du  National  Institute  for  the  Blind,  declarait  :  "Je  voudrais,  en 
concluant,  rappeler  aux  lecteurs  de  cet  ouvrage  qu*il  y  a  deux  ans  un 
comite  d*experts  representant  toutes  les  branches  de  la  profession  musicalo 
a  procede  a.  un  examen  critique  de  cette  methode  en  presence  de  M.  Mayhow 
lui-meme.  A  1* issue  du  debat,  les  experts  ont  ete  unanimes  a.  declarer  que 
lo  "Uniform  Note  System"  constituait  un  immense  progres  par  rapport  a.  la 
methode  aotuelle". 

Pcu  do  temps  apres  qu'on  eutannonce  la  mise  au  point  do  co  nouvcau 
systemo,  un  resume  de  ses  principes,  accompagne  d'un  questionnaire  et 
compose  par  les  soins  de  1' Illinois  School  for  the  Blind  fut  envoye  a.  un 
grand  nombro  de  personnes,  tant  aux  Etats-Unis  qu'au  Canada,  Unc  analyso 
des  reponses  au  questionnaire  fut  ensuito  redigee  puis  adrcssee  aux 
personnes  participant  a.  cette  consultation.  Les  buts  et  les  avantages  de 
la  reformc  furent  exposes  lors  d'uno  reunion  de  la  "Midwestern  Music 
Teachers  Section"  de  1* "American  Association  of  Instructors  for  the  Blind", 
tenue  au  cours  de  Pautomne  de  1951*  a  la  "Missouri  School  for  the  Blind" 
de  St. Louis. 

Nous  ne  pouvons  ici,  fautc  de  "nlo.ee,  mentionnor  que  quolqucs  unos 
dos  ideos*  sur  lesquelles  repose  la  reforrae  projeteo  par  I.  Mayhcw.   Pour 
evitcr  "1* effort  intelloctuel"  que  les  signcs  arbitraires  de  la  notation 
musicalo  Braille  usuelle  imposent  aux  debutants,  M.  Mayhow  utilise  les 
lettres  dc  l'alphabot  "a  b  c  d  e  f  g  "  pour  la  representation  dos  noircs; 
les  autres  notes  s'obtiennent  coirane  dans  la  notation  actuclle,  par  addition 
dc  points  en  contre-bas.  II  n1est  pas  fait  usage  de  signcs  d'intervalle 
pour  les  accords,  mais  les  intorvallcs  sont  represented  commc  dos  notes-* 
lettres  abaissecs  dans  le  roctangle  inferiour.  Dans  le  "dessus",  ces 
notcs-intcrvallcs  so  liscnt  dc  haut  on  bast 

Commc  il  y  a  des  pays  ou  on  no  designo  pas  les  notos  au  moyon  de 
lcttros  de  1T alphabet,  il  so  peut  quo  lfavantago  des  notes-lettrcs  no 
soit  pas  universollcmcnt  roconnu. 

Pour  apprecier  la  valeur  de  l'Uniform  Note  System,  nous  dovons  mottro 
en  balance  deux  considerations  fondamentalos  et  opposecs  :  (l)  la  grave 
difficulte  qu'eprouvent  les  debutants  a  rctenir  ct  utiliscr  7  signos  arbi- 
traires represontant  des  notes  et  7  autres  signcs  arbitrairos  representant 
des  intervalles  ;  et  (2)  la  somme  de  temps  et  d1 efforts  qu'oxigorait  lo 
romplacement  dc  tous  les  catalogues  oxistants,  ainsi  sacrifies.  Plus  de 
200.000  plaques  stereotypies  ne  sorviraicnt  plus  a.  rion  ;  la  preparation  do 
nouvellos  plaques  coutorait  sans  doutc  un  million  de  dollars  ot  imposcrait 
dc  longucs  annees  dc  travail  et  d* application.  Encore  cotte  evaluation  no 
tiont-olle  pas  compte  de  la  valeur  do  dizaincs  dc  millicrs  do  transcriptions 
manuscrites.   II  faut  egalcmont  songer  a.  la  confusion  ou  les  lecteurs, ot 
los  maxtrcs  on  particulior,  soraient  plonges  pondant  la  pariodo  do  transition, 

II  rcssort  dos  reponses  au  questionnaire  dont  nous  avons  parle1  quo 
scion  la  plupart  des  personnes  consulteos,  la  socondo  consideration  (sacri- 
fice) llemporto  sur  la  premiere  (effort  intelloctuel  impose  aux  debutants). 
Lors  do  la  reunion  do  St. Louis,  dont  il  a  ete  fait  mention  plus  haut,  lo 
personnel  enseignant  d'ecolcs  pour  avouglos  du  Middlowest  so  prononca 
unaniBiomont  contro  lo  projot  Mayhevr, 
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II  n'cst  pas  sons  into ret  d« observer  qu'une  situation  analogue 
oxistc  dans  le  mon^e  do  la  musiquc  imprimec  en  noir,  ou  stibsistcnt  des 
signos  archai'qucs  encore  moins  rationnels  qu'aucun  do  coux  du  systenc 
Braille-   Lcs  ref ernes  que  l'on  a  suggere  d'apportrr  aux  methodes 
traditionnclles  dc  reproduction  on  noir  sc  sont  constamment  hourtecS  a 
1' argument J.o   la  valour  que  represents  la  masse  des  publications  cxistan- 
tcs.   La  memo  tendance  conservatrice  sc  rencontre  dans.  1c  domaine  du 
Braille, 

II  so  pcut  neanmoins  quo  los  pays  de  langue  anglaise  ou  jormaniquc, 
ou  les  transcriptions  musicale-s  en  Braille  trcuvent  beaucoup  do  lours 
lectours,  ne  souhaitent  pas  rejeter  sans . examen  la  reforme  Mayhew. 
J' ignore  actuollement  combicn  la  reforme  pcut  compter  do  partisa  s  en 
Grande -Bret agne  si  l'on  execpte  les  disciples  qui  so  sont  deja  groupes 
autour  dc  'I.  ayhe^r.   Jc  no  peux  pas  davantage  prevo.;.r  le  succes  qu'clle 
rencontrorait  au  cas  ou  en  on  proposcrait  lr etude  methodiquc  dans  tous 
les  pays  qui  utiliscnt  des  lettrcs  commc  simes  musicaux.  Quant  a  la 
reaction  suscitec  en  Amerique,  jo  nc  pretends  pas  m'y  ctre  suffisamment 
arrcte.  Unc  centainc  environ  do  profosseurs  et  autres  music iens  profes- 
sionals ont  participe  sous  ma  direction  a  1' etude  de  L?  question.  Mon 
questionnaire  n'a  guerc  revele  d'onthousiasne  veritable  en  favour  de  la 
reformc  dans  son  ensemble,  et  e'est  pourquoi  j'hesite  -  commc  d' autres 
sans  doute  -  a  mc  charger  de  poursuivre  et  d'elcrgir  cette  enquote. 

Le  questionnaire  a,  neanmoins  permis  de  constater  qu'un  cert- in 
nombrc  de.  profosseurs  df ©coles  pour  aveugles  sont  disposes  a  essayer 
lc  nouvcau  systomc  avec  leurs  eleves  conmencants  dans  la  mesure  ou  lton 
pourrait  leur  fournir  de  Londres  le  materiel  d'enseigncment  neccssaire. 

Lcur  proposition  semble  indiquer  que  le  scul  moyen  de  faire 
progrcsscr  la  reforme  scrait  de  1' essayer  ncn  grand",  avec  l'appui  dc 
Londres.  Unc  telle  experience  no  saurait  sc  faire  ni  aboutir  a  uno  con- 
clusion dans  les  delais  que  l'Lncsco  a  fixes,  d'a^res  lc  calcndrier 
actuel  des  travaux,  pour  la  realisation  dTun  accord  international.  En 
1' absence  de  tcls  cssais,  ou  du  mo ins  sans  uno  experience  plus  poussee, 
on  nc  pcut  s'attendre  a  voir  le  monde  adopter  d'emblee  la  reforme.  A 
supposcr  qu'il  soit  possible  do  l'oricntor  dans  cette  voie,  d*autros 
efforts  scront  necessairos  avant  qu'on  puissc  espercr  atteindre  le  but. 
«Jc  dois  done,  on  tant  que  conseillcr  musical  du  Conseil  mondial  du 
Braille,  poser  on  principc  qu'il  nc  faut  adopter  aucune  reformc  d'ensem- 
ble  ,  ni  momc  apport  r  aucune  modification  au  code  ou  au  mode  de  dispo- 
sition actv.cls  si  cela  doit  entraincr  la  misc  au  rebut  des  catalogues 
existants. 

V.  Ilodes  de  dispositions  :  origino, 
description,  et  illustration. 

Louis  Braille  appliqua  d'abord  son  systemo  de  notation  au  chant 
gregorion  dc  l'eglisc  catholiquo  romainc,  qu'il  avait  etudie  des  sa 
jcuncssc  ct  qu'il  no  ccssa  dc  pratiquor  en  sa  double  qualite  de  profes— 
scur  ct  d'organistc.  A  la  difference  dc  la  -usiquc  modornc,  lc  chant 
gregoricn  est  divise  non  pas  en  mesuros  rythmiques,  mais  on  phrases. 
II  so  pcut  done  que  lc  sectionncment  en  phrases  qu'il  appliqua  a 
l'ecriturc  des  partitions  pour  instruments  a' clavier  lui  ait  paru 
naturol  et  necessairo.   II  utilisait  los  abbreviations  "m.d."  et  "m.g." 
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(main  droito  ct  main  gauche-)  placoqs  en  rctrr.it,  en  tote  des  phrases 
altcrnocs.   San  souci  d'uniformite  lo  conduisit  a  appliquer  lo  nemo 
systdmc  a  la  nusique  profane,  ct  ce  mode  dc  transcription  fut  longtcmps 
considers  comme  orthodoxc  apres  quo  lc  Braille  cut  franchi  les  front iercs 
francaiscs  et  cut  etc  adopte  a  l'etrangcr.   II  et  encore  en  usage  en 
Europe,  sous  une  forme  ou  sous  unc  autre  ;  ct  meme  en  ±jnoriquo  ii  n'est 
pas  completement  tombo  en  desuetude  -  moins  a  cause  do  scs  avantages 
qu'a  cause  dc  touto  la  musiquo  imprin.ee  sous  cot  to  forme  ct  impossible 
«.  obtcnir  sous  unc  autre.   Nous  designorons  desormais  cetto  disposition 
on  "ra.d."  ot  "m.g."  du  nom  dc  "mode  continental".   Bicn  que  1'on  donnc 
en  general  la  preference  a  des  modes  do  creation  plus  reccnto,  lc  mode  • 
continental  comptc  encore  bcaucoup'dc  partisans,  notammont  en  co  qui 
conccmc  les  ballades,  les  hymncs  ot  autre  musiquo  mclodiquo,  peut-ctrc 
parce  quo  los  accords  du  dossus  s'y  lisent  do  haut  en  bas.  Dans  lc  mode 
continental,  les  phrases  etaicnt  a  lforiginc  numerotecs  sur  lo  tcxtc  dc 
la  main  droito.  Dans  l'oxcmple  ci-apres,  on  s'ect  scrvi  des  nouvollcs 
indications  t)6ur  la  main  r:auchc  et  la  main  droito  (4-6,  3~h-5   ct  J4.-5-6, 

3-h-5). 

Dans  la  pratique  modornc,  pour  facilitcr  lo  travail  des  avottglGS 
qui  enscigncnt  la  rausiquo  a  des  "voyants"  la  pagination  du  texto  on  noir 
est  indiqueo  par  report  du  cu  des  numeros  do  la  page  imprimeo  sur  la  ligne 
inferieurc,  ct  par  insertion  C\x   signo  5  2-5  cntre  deux  cspaces  au  debut 
do  chaque  nouvcllo  page  imprimee. 

Lfoxtrait  suivant  est  tire  d'tmo  transcription  faitc  a  Paris  en 
1952.  Comme  on  cmploic  genera  lc-mcnt  pour  les  transcriptions  fran<jaisos 
des  pages  plus  pctitcs,  on  a  conserve  ici  le  format  do  la  page  (22  lignes 
ct  28  cspaces).   Los  intcrvalles  so  lisent  dc  haut  on  bas  pour  lo  dessus, 
et  dc  bas  en  haut  pour  le  grave.  Les  numeros  dos  phrasos  so  trouvent 
dans  la  partio  inferieurc  du  rectangle. 

(Voir  1' illustration  n°  1  dc  la  brochure  Braille  ci-jointc). 


Suggestion  do  1' export  on  vuo  dc  1' amelioration 
du  modo  continental 

L* illustration  suivantc  of fro  unc  disposition  entiercmont- nouvcllo. 
D»un  bout  a  1 'autre,  les  int-rvallcs  sc  lisent  do  bas  en  haut.  Dos  cles 
d' octave  sent  placoos  en  tctc  do  toutes  les  mesuros.   Toutes  les  mesurcs 
sont  numerotoos,  ot  les  reprises,  sauf  a  la  dernierc  mesurD,  sont  indiqucos 
par  rapricl  du  numero  corrcspondant.   Chaquo  phraso  pour  main  droito 
commence  par  lo  numero  do  sa  premiere  mo sure,  place  dans  la  margo  dc 
gaucho  avoc.  lc  prefixe  numeral.  Los  numeros  do  mesurcs  sans  prefixo 
numeral  so  trcuvont  entro  d,cux  ospaces  avant  toutes  les  mosurcs  intericurcs, 
Lo  signc  caractoristique  do  la  main  gauche  est  s.;.tue  dans  la  marge 
gaucho,  dovant  la  promlero  mesure  four  main  gaucho  do  chaquo  phraso.  Si 
la  phraso  do  l'uno  ou  1' autre  main  occupc  plus  d*unc  ligno  braille,  la 
sccondc  ligno  ct  cellos  qui  suivent'sont  en  rotrait  dc  deux  cspaces. 
Lorsqu'a  la  fin  d'uno  ligno  braille,  il  no  rostc  dc  place  que  pour  un 
numero  dc  mcFU.rc,  on  renvoio  cc  numero  au  dubtrfe  dc  la  limo  suivanto. 
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Lcs  phrases  doivort  conprondre  f.o  cloux  a  huit  '-csurcs  ot  eorrospondrc  av.r: 
divisions  nature lies  cVu  toxtc,  sauf  lorsqu'il  est  s'ouhaitable  d'indiquor 
lr.  pagination  da  tcxtc  en  noir.  Dans  ce  cas,  1c  ou  lcs  chiffrcs  d^signaafc 

la  page  inprim.ee  figurcnt  a  la  lie- no  inferiouro  dc  la  page  braille.  Dans 
ccttc  sorto  dc  transcription,  on  fait  on  sortc  que  los  phrases  correspondent 
aux  portees  du  t^xtc  on  ncir.   Lc  numero  do  la  portee,  sans  prefixe  mine- 
ral, sc  place  devant  le  signe  marginal  :!main  gauche1'.  Dans  la  musiquc 
d'orguc,  la  phrase  pour  los  pod" lcs,  annoncco  on  marge  par  le  si~no  i^-5 
3-ij-"5 j  suit  la  phrase  pcur  la  main  gauche. 

(Voir  1' illustration  n°  2  do  la  "brochure  Braille  ci-iointo). 

o 

o  ■_  « 

La-*  difficulto  particuliero  quo  l'on  eprouvc  dans  lc  node  continental 
a  aligner  lcs  parties  main  droitc  ct  main  gauche,  sp^cialcmcnt  lorsqu'il 
s'agit  dc  tcxtc s  compliques  do  musiquc  mo-lornc,  inquietont  dopuis  longtcraps 
boaucoup  dc  musicians  avouglcs.  Ellc  avait  "".oja  suscite,  dc  divers  cotos, 
ccrtaino s  doleanccs  lorsquc,  en  1"08,  F..  E.2.  Piatt  lan^a  en  Anglctorrc 
un  mouvoment  pour  1- amelioration  goneralc  dc  la  musiquc  Braille  on  faisant, 
*  la  Conference  dc  Ihnchostcr,  uno  vigourcusc  comnunication  intituloc  "I'usic 
for  the  Blind  as  a  Sccreaticn,  Education  and  Profession."  II  roqut,  non 
sculcncnt  dc  Grande-Brctagnc,  nais  aussi  de  France  ot  d'Allcnagnc,  Mvorscs 
suggestions  sur  los  roformes  a  operer.   Ccttc  ccrrosponaancc  into mat ionale 
fut  intcrrompuc  par  la  premiere-  tucrrc  mondialc,  raais  1' etude  de  la  question 
sc  pcursuivit  on  ^nglctcrro.  En  1917 »  uno "brochure  intituloc  "Additions  to 
Braille  Music  Uctaticn",  publico  a  Londrcs,  mar quait  .1' apparition  dos 
transcriptions  v^rticalc  ct  mesuro  par  mesurc. 

Dans  la  transcription  v-z rticalc,  ainsi  que  le  tome  l'indiquc,  tcutos 
los  parties  sent  transcrites  siaultanencnt  do  bas  en  haut  en  corsnencant  par 
la  basse,  so  it  corcne  accords  conplcts  scit  commo  sections  lc  mesure  ot 
comnc  copulcs.   ^vec  cc  mode  dc  transcription,  lc  doigfedu  lectcur  pcut 
nuiTre  la  partition,  do  sortc  que  lc  dechiffragc  ct  la  memorisation  sont 
scuvont  bcaucoup  plus  facilcs.  En  Grande -Brotagno,  cetto  disposition  a 
friquoi^ment  oto  appliquec  a  la  transcription  des  cantiquos  ot  des  arrango- 
nonts  choraux.   Lorsqu'il  s'agit  dc  musiquc  compliquec,  ellc  pcrnet  souvent 
(aTcc  un  pcu  d'adrcsso)  dc  represcntc:  la  partition  avec  clarte..  .  La  compo- 
sition est  diyisee  en  phrases  nunerotecs, 

{Voir  1' illustration  n°  3  -o  1"-  brochure  Braille  ci-jointe). 

a)  Cant i quo 

b)  Piano 
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II  arrive  frequenment,  dans  la  musiquc  pour  piano,  que  les  mains 
intcrvienncnt  altorno.tivcmcnt  pour  joucr  des  notes,  des  accords  ou  des 
arpeges  brises  ct  d'autrcs  passages.  La  transcription  braille  la  plus 
clairc  s'obticnt  en  faisant  alternor  sur  une  memo  ligic  continue,  dans 
l'ordro  df execution,  les  parties  rcspoctivcncnt  destineer,  a.  l'uno  et 
1* autre  main.   Les  signos  designant  la  main  droite  ct  la  main  gaucho, 
chacun  suivi  dc  la  cle  d* octavo  approprioc,  sont  places  levant  les 
notes,  accords  ou  fragments  interrompus,  selon  le  cas.  Lorsquc  ces 
indications  cnt  ete  claircment  dbiineVs,  aussi  longtcmps  qu'cllcs  restent 
valablcs,  lo  mot  "simile"  (ou  son  abreviaticn)  disponso  de  les  repetcr  ; 
lorsqu'ollos  cosscnt  do  l'otro,  la  r6apparition  dos  "signes  do  main" 
indiquc  claircment  1' intention  du  compositeur.   Si  co  genre  dc  texto 
contient  des  notes  tcnucs,  on  cmploi  des  signes  do  scctionncmcnt  ou  des 
copules. 

Sfil  n'adoptp  pas  co  systemc  d'altornancc,  lc  transcriptcur  est 
contraint  d'introduire  ^es  pauses  tantot  dans  la  partio  m.d.,  tantot 
dans  la  partie  m.g.,  co  qui  est  prcsquc  toujours  une  source  dc  diffi- 
cultes  pour  lc  lectcur.  II  conviendrait  done  dc  consideror  la  disposi- 
tion altcrnec  m.d.-m. g,  commo  un  "modo  do  disposition  fondamcntal,  a 
utiliscr  au  bosoin  en  combinaison  avee  un  autre,  pour  lo  completer  ou 
lc  varior.  Sos  inventcurs  britanniquos  le  presontercnt  on  1917  commc 
une  variante  du  modo  vortical,  sans  lui  donner  d* appellation  particu- 
liero.  Mais  l'altcmanco  est  souvent  sans  rapport  avec  le  principe 
fondamcntal  do  la  transcription  verticalc.   II  conviont  lone  do  la 
considercr  commo  un  modo  distinct.  Si  1' accord  sc  fait  sur  un  modo 
r'c  disposition  unifie,  il  devra  pormettre  dc  rocourir  a  lf occasion  a 
l'altc^-nanco  des  parties  m.  ?r.  ct  m.d. 

(Voir  1* illustration  n°  h  do  la  brochure  Braille  ci-jointe) 

a)  Piano  elementairo 

b)  Orguc 

c)  Piano  plus  difficile. 

c 
o  o 


Dans  lo  modo  do  disposition  mesure  par  mesuro,  la  premiere  mesuro 
affectee  a  la  main  gaucho  ost  suivic,  apres  un  cspaco,  do  la  premiere 
mesuro  affocteo  a  la  main  droito  ;  pour  la  musiquc  d*orgue,  la  mesuro 
destinco  aux  pedalos  vicnt  on  tctc,  ot  precede  la  mesure  affocteo  a  la 
main,  gauche.  La  barrc  dc  mesure  (points  li-2-3)  cntro  deux  cspaccs  suit 
la  mesure  affoct6c  a  la  main  droito,   Les  signos  commandant  les  pedalos, 
la  main  gaucho,  ot  la  main  droito  {h-5  3~h-5»  k-5-^>  7j-h-5$   4-6  3-J+-5)  Qe 
sont  indiques  que  dans  la  premiere  mesure.  Dans  la  seconlo  mesure  ct 
colics  qui  suivent,  les  parties  sent  rangecs  dans  le  memo  ordro.  Lo  ton 
ou  l'octave  est  indique  en  tctc  do  chacunc  les  parties.  On  pcut  a  tout 
moment,  si  lc  toxto  l'exigc,  passer  dc  la  transcription  vorticale  a 
l'altcrnance  des  mains  ct  vice  vorsa.  La  transcription  mesuro  par  mosuro 
a  souvent  etc  employee  en  Grande  Brctagnc,  ;t  &  un  moindro  dcgr6,  dans 
quclquos  autrcs  pays. 
WS/073-54 
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L* illustration  suivante  est  ompruntee  a  une  transcription  faito  au 
Rational  Institute  for  tl~e  Blind,  Londrcs,  en  l^Lfi.  Los  phrases  coincident 
avee  los  portees  dc  la  page  en  noir,  et  la  nume rotation  des  pa^cs  et  des 
portees  du  tcxte  en  noir  apparait  entrc  parentheses  en  tete  des  phrases. 
Cet  arrangement  est  d'un  grand  secours  aux  prcfosscurs  aveugles  'I'oleves 
"voyants"  ;  il  a  en  outre  l'avantago  do  rendre  superflu  tout  autre  systemo 
do  designation  des  phrases. 

(Voir  1'  illustration  n°  5  cle  la  brochure  Braille  ci- jo  into). 


e 
o  < 


Suggestion  dc  Poxpert  conccrnant  la  modification  de  la 
transcription  mesure  par  mosure 

Los  phrases  do  quatre  a  huit  mesurcs  doivent,  toutos  les  fois  que 
e'est  possible,  corrcspondre  a  la  phrase  musicale  ou  a.  la  division 
rythmique  et  non  aux  lignes  ou  portees  du  tcxto  en  noir.  Neanmoins, 
la  pagination  du  tcxto  en  noir  devrait  ctro  indiqueo  dans  los  rotraits  qui 
signalcnt  lo  debut  de  chaque  phrase  (numero  de  la  page,  dc  la  ligne  sur 
cctte  page,  ot  de  la  mesure  dans  la  portec  ou  commence  la  phrase).  Le 
professcur  avcugle  pourra,  do  cctte  maniero,  indiquor  a  son  eleve  "voyant" 
le  point  de  la  partition  imprimee  auquol  il  doit  se  reporter.   Des  numeros 
dc  mesure,  sans  prefixc,  devraient  figurcr,  entre  deux  cspaces,  avant  toutes 
les  mesurcs  apres  la  barrc  do  mesure,  le  zero  indiquant  une  mesure  partiello 
lorsqu'il  s'en  trcuve  une  au  debut  du  morceau.  Les  repetitions  eloigneos 
devraient  etre  indiquees  au  moyen  do  numeros  de  mesuro. 

(Voir  lf illustration  n°  6  de  la  brochuro  Braille  ci-jointe). 


o 
e  o 


Pou  apres  1917*  lorsquc  les  nouveaux  modes  de  transcription  britan- 
niques  commencerent  d'etre  connus  aux  Etats-Ohis,  il  y  firent  l'objet  dfune 
oxperionce  portant  en  memo  temps  sur  d'autres  systemes"  voisins,   II  en 
resulta  lh  variantes  qui  furent  imprimces  et  d if fusees  pour  examen  ;  et 
l'uno  dalles  -  qui  etait  en  fait  une  transcription  parallele  mesure  par 
mesure  avoc  numerotation  dos  mesurcs,  fut  presque  partout  jugee  la  meilleure  s 
e'est  elle  que  l*on  appello  aujourd'hui  la  transcription  mesure  sur  mesure. 
Bien  quo  do  nombrcux  morccaux  pour  ensembles  vocaux  et  instrumentaux  puisscnt 
ctro  avant age us enent  reproduits  on  mesure  sur  mesure,  ce  mode  de  disposition 
a  surtout  cte  applique  a  la  musique  pour  piano  imprimee  aux  Etats-Unis. 
Lo  code  dc  notation  musicale  Braille  ^   1925*  autorise  aux  Etats-Unis, 
rccommandait  d* employer  co  mode  chaque  fois  que  la  nature  des  tcxtcs  lo 
pormottrait,  mais  on  indiquait  aussi  d'autrcs  pcur  les  compositions  do 
difficultc  excoptionnello. 
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Dans  lo  mesure  sur  no  sure,  on  utilise  pour  lo  pic.no  deux 
lignos  paralleles  ct  pour  l'orgue,  trois  lignos  paralleles. 
Los  mesures  corrcspondantos  commencent  l'une  -au-dossus  do  l*autro, 
sur  los  parallelos.  Une  Clef  d' octavo  figure  on  tcto  de  chaque 
me sure.  La  ligne  affocteo  a  la  main  droito  commence  par  le  numero 
de  la  premiere  mesure  complete  des  paralleles.  Lo  numero  marginal 
est  immediatoment  suivi  par  l'indicatif  de  la  main  droito,  l'indicatif 
do  la  main  gauche  etant  situe  au-dessous  du  precedent.  Les  signes 
affectes  aux  mains  forment  ainsi  une  colonne  dont  les  numeros  on 
saillie  guidont  les  doijrts,  et  la  musiquo  s'inscrit  sur  la  page  suivant 
uno  disposition  analogue  a.  colle  des  portces  paralleles  iu  texte 
imprime.  lorsquo  les  mesures  sont  inachevees  a  la  fin  dss  paralleles, 
los  lignes  main  droite  et  main  gauche  soront,  si  possible,,  interrompues 
en  des  points  corros pendants.   L©s  reprises  de  mesures  eloignees 
seront  indiquees  au  moyen  de  numeros  de  mesure. 

(Voir  1' illustration  n°  7  cle  la  brochure  Braille  ci-jointe), 

o 
a     o  , 

Lorsqu$on  desire  faire  apparaitre  dans  le  mesure  sur  mesure,  la 
pagination  du  toxte  imprime,  le  numero  do  la  page  imprimec  doit  ctre 
portc  au  milieu  ou  a  droito  de  la  ligne  inferieuro  du  texte  Braille. 
Si  lc  texte  Braille  correspond  a  plus  d'unc  pago  imprimee,  les  numeros 
des  pages  du  texto  on  noir  seront  inscrits  l'un  apres  1* autre  sans 
interruption.  On  ouvrira  une  nouvelle  ligne  braille  pour  chaquo  nouvclle 
portee  du  texte  a  transcrirc,  ot  le  numero  de  la  portee,  sans  pref ixo 
numeral,  ne  dovra  figuror  immediatement  avant  le  signe  marginal 
commandant  la  main  gauche,  quo  dans  la  premiere  ligne  braille  de  la 
portee.  Les  reprises  prolongees  pourront  otro  interrompues  de  fagon  & 
indiqucr  les  porteos. 

(Voir  lf illustration  n9  8  de  la  brochure  Braille  ci-jointe). 

9 
«  O 

Lr illustration  suivanto  offro  un  exemple  d* adaptation  du  mesure 
sur  mesure  a  des  etudes  et  morceaux  destines  a  des  examons  de  piano, 
et  imprimes  par  lc  National  Institute  for  the  Blind  a  Londrcs.  La 
pagination  du  texto  en  noir  apparaxt  dans  les  lignes  libros,  situees 
entro  les  paralleles  au-dessus  des  mesures.  Les  mesures  no  sont  pas 
numerotoes. 

(Voyoz '1* illustration  n°  9  de  la  brochure  Braille  ci-jointe) 
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II  est  possible,    lorsquTil  s'agit  de  musique  de  piano  conpliquee  dont 
lcs  mesures  depassent   la  longueur  d'une   ligne  braille,    d'utiliser  una 
variante  du  mesure  sur  mesure,   appelee  temps  sur  temps.      La  partie  la  plus 
courte   est  interrompue  entre   les   temps   par  le  "trait  d1 union"  musical 
(point  5) »   et  le  temps   suivant   commence  sur  le  meme  alignement  vertical 
des   paralleles   que   la  partie  -la  plus   longue.      Lorsqu'une  mesure   incomplete 
deborde   sur  la  parallele   suivante  et   l'occupe  tout  entiere,   "des  points 
de  suspension"   (point  6)   sont  places  devant   la  ligne  affectee  a  la  main 
droite  et  substitues  au  numero  de  mesuro  marginal.      Si  le  temps  sur  temps 
exige  plus  de  place,   il  a  l'avantage  d'indiquer  olairement  la  relation 
entre  les  parties  m.g.   et  m.d.,   sans   quo  l'on  doive  recourir  a  des  section- 
nements   de  mesures  et  de  copules  breves,   bien  que   ces   dernieres  soient 
parfois  necessaires  dans  une  des  parties,   ou  dans  les  deux.   Les  avantages 
du  mesure  sur  mesure  et  du  temps  sur  temps  sont  (l)   que  chacune  des  parties 
pcut  se  lire  de  fagon  continue  sur  toute   la  longueur  desiree,   (2)   que  l'on 
peut  voir  a  n'inporte  quel  point  la  correspondance  entre  les  deux  parties, 
(3)   que  le  lecteur  peut  rapidement  trouver  sa  position  et  (I4.)   que  la  signa- 
lisation  des  reprises  avec  ou  sans  modification  d' indices  est  a  la  fois  tres 
facile  et  tres  claire.      Ses   inconvenients   sont  (l)   qu'il  exige  plus  d'ospace, 
et  que  lo  prix  de  revient  en  est  par  consequent  plus  eleve,  et  que  (2)  dans 
les  tcxtos  compliques,   il  faut  au  stereotypeur  plus  d'habilete,  de  patience, 
et  de  temps  pour  produire  une  partition  nette. 

(Voir  les  illustrations   10  et  11  de  la  brochure  Braille  ci-jointc). 

o 
o     o 

Des  arrangements  differents  de  ceux  qui  sont  deer its  et  il lustres  dans 
cette  etude  ont  ete  imagines  et  appliques  de  facon  plus  ou  moins  etendue. 
Si  nous  n' en  avons  pas  fait  etat,  e'est  qu*a  notre  avis  ils  presentent  pear 
le  lecteur  ou  le  transcripteur  des  difficultes  qui  senblent  leur  oter 
toute s  chances  d'etre  retcnus  comme  mode  unifonao. 

Parmi  ces  systemes,  il  convient  de  mentionner  en  particulier  celui 
qu'a  imagine  II.  Remy  Clavcrs,  de  Paris,  et  qui  figure  dans  le  code  interna- 
tional do  1929.  Lo.  methode  Clavcrs  repose  sur  la  division  de  la  page 
braille,  dont  la  moitie  superieure  contient  les  phrases  affectees  a  la  main 
droite  (coincidant  avec  les  portees  du  texte  en  noir),  la  moitie  infericure 
contenant  les  phrases  correspondantes  affectees  a  la  main  gauche.  Dh 
ingenioux  systeme  de  signes  indique  les  numeros  de  la  page  et  do  la-  portee 
du  texte  imprime.  Lorsque  la  fin  de  la  page  en  noir  ne  coincide  pas  avec 
cello  de  la  page  braillo,  la  page  braille  qui  suit  est  (en  partie  ou  en 
totalite)  divisee  de  fa§on  analogue.  L1 objection  majeure  quo  l'on  peut  faire 
a  cottc  methode  est  qu'elle  contraint  le  transcripteur  a  faire  une  copie 
preliminairc  en  invcrsant  1'ordre  des  lignes  affectees  a  la  main  gauche 
pour  que  la  division  de  la  page  puisse  se  faire  au  bon  endroit, ,Lors  de  la 
miso  en  page  definitive,  on  retablit  1'ordre  normal  des  lignes. 

Une  autre  methode,  dont  il  n'a  pas  ete  fait  mention,  consiste  a  faire 
une  transcription  distincte  pour  chaque  main,  les  numeros  des  mesures  figu- 
rant en  marge,  a  droite,  dans  une  colonne  qui  est  separee  du  toxte  propre- 
ment  dit  par  un  cspace  libre.   Les  reprises  eloignees  sont  indiqueos, 
commo  dans  la  transcription  mesuro  sur  mesure,  au  moyen  de  numeros  de 
mesure. 
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VI.  Choi:;  cntre  lcs  quatrc  nodes  fondancntaux  cle 
disposition. 

Nous  avcns,  dans  la  section  precedent©,  proscnto  six  ro^os  do 
transcription,  tols  qu'ils  sent  actuellemcnt  utilises  dans  certains  pays. 
Plusicurs  autros  variantes  n'onb  pas  ote  mentiennecs.  II  n'oxistc  en 
roalito  que  quatrc  manieres  fondamcntal^s  d'ocriro  la  musiquc  polyphoniquo 
divisec  en  mesurcs.   Re  duits  a  l'essontiel,  cos  quatrc  medos  fondamentaux 
sont  : 

1.  Transcription  separee  do  chaquo  partic  p  ur  tout  lo  morccau,  cemmo 
dans  lcs  morceaux  d* ensemble  destines  a  la  lecture  en  groupo,  ou 
dans  cortains  des  prcmiors  morceaux  pour  piano  transcrits  en  braille. 

2.  Transcription  simultaneo  dos  parties,  comno  dans  la  transcription 
vcrticalo  ct  lc  systemo  d,altcrnanco  des  mains. 

v.    Transcription  altornoe  des  parties,  mesuro  par  mosuro. 

14.,    Transcription  parallele  des  parties,  mesure  sur  mesuro  cu  tenps 
sur  temps. 

Si  nous  voulons  nous  mottrc  d* accord  sur  un  modo  unific,  il  nous 
faut  comparer  lcs  meritos  respectifs  lo  cos  quatrc  modes  fondamentaux,  t  ant 
du  point  do  vue  des  services  qu'ils  peuvent  rcn^.re  a  la  noyenne  dos 
loctours  quo  do  lour  conmodite  pour  la  moyenne  des  transcripteurs.  Quand 
notrc  enquote  sera  tcrnineo 

a)  nous  aurons  choisi  lfun  dps  modes  fendamentaux  tol  qu'il  ost  actuol- 
lomcnt  pratique  comma  convenant  a  la  reproduction  do  n'importc  quello 
nusiquo;   ou, 

b)  nous  aurons  choisi  l'un  des   modes  actuols  cemme  convonant  dans  la 
majorite  dos  cas,  tout  on  recommandant -df autros  nodes  comae  repondant 
micux  a  certains  besoins  particuliors  -  compromis  que  l'Unosco 
n'envisago  pas  a  l'hcuro  actuello  j  ou, 

c)  nous  aurons  croe  un  systemo  nouvcau  et  destine  a  1' usage  general 
en  combinant  lcs  avantages  do  deux  ou  trcis  dos  nodes  fondamentaux. 

Dans  aucune  do  cos  hypotheses,  lcs  catalogues  cxistants  nc  scront 
reduits  a  no ant. 

Nous  dovrons  au  cours  do  notrc  onquoto,  examiner  franc haunt,  icua 
lour  roalite,  les  besoins  auxquols  reponlcnt  ct  lcs  circonstancos  qui 
entouront  la  lecture,  l'ecrituro,  ct  1*  impress  ion  do  la  nusiquo  Braille. 
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II  nous  faut  isoler  les  divers  aspects  de  cettc  realite,  do  ccs  besoins 
et  de  ces  cir Constances,  en  faire  tour  a  tour  I'oV'et  dc  nos  reflexions, 
porter  un  jugement  sur  chacuii.   C'est  dc  1' ensemble  dc  ncs  jugomonts 
(si  nous  avons  procede  avee  le  serieux  ct  1' impartiality  necessairos) 
que  se  degagora  la  solution  rationnelle  d'un  probleme  qui  embarasso  tous 
les  pays  du  monde.   Les  questions  fondamentales  sont  les  suivr.ntcs  : 

1.    La  question  des  moyennos  de  groupes 

Le  principc  poral  qui  veut  que  1'on  recherche  lc  plus  grand  bien  du 
plus  grand  nombre  devra  nous  sorvir  de  guide.  Dans  lo  choix  d'un  mode  de 
transcription  unifie,  le  niveau  moyen  tant  des  lecteurs  que  des  transcrip- 
tcurs  est  done  d'uno  importance  capitale.  Los  principaux  groupes,  dont 
lcs  besoins  moyens  ct  les  aptitudes  moyennos  devront  otre  consideres  sont 
les  suivants  : 

a)  Lcs  enfants  des  ecoles  pour  aveugles,  cxternants  ou  internets  du 
monde  entier.   lis  constituent  de  loin  le  groupe  le  plus  considerable. 

QUESTION  1.  Quel  est  le  mode  fondamental  dc  transcription  qui 
permettrait  a  ce  groupe  do  lire  le  plus  aisement. 

Opinion  dc  1 'expert  :  en  premier©  ligne,  lc  mc-sure  sur  mesure  ou  une 
variante  de  ce  systeme  ;  en  second)  ligne,  le  mode  continental  a  phrases 
courtcs  avec  mesures  numerotees  d'un  bout  a  1' autre  du  toxte. 

b)  Lcs  educateurs  avcuglcs  d' enfants  aveurlcs  ou  "voyants".  lis 
constituent  le  second  groupe  par  ordre  d* importance.  Co  groupe  a  d'abord 
besoin  d'un  mode  de  transcription  qui  pcrmottrc  lc  dechiffragc  rapide  de 
n'importe  quelle  partio  sans  memorisation  prealablo  ot  qui  pcrmctt©  do 
discerncr  aisement  Ir.   structure  generalo  d'uno  composition  peu  connue. 

QUEST IOIT  2.  Quel  est  le  mode  de  transcription  qui  permettrait  a 
ce  groupe  do  lire  le  plus  aisement. 

Opinion  dc  1* expert  :  memo  reponsc  que  pour  la  question  1. 

c)  Les  educateurs  "voyants"  df enfants  aveuglcs  (souvent  novices 

dans  le  metier),  qu' ils  soient  ou  ne  soient  pas  attaches  a  un  etablissemcnt 
ou  cours  spocialement  destine  aux  avougles.  Ce  groupe  est  reduit  mais 
important  du  fait  do  son  influence.   II  a  besoin  d'un  systeme  qui  donne  des 
partitions  df aspect  normal  et  et  qui  pcrmcttc  un  alignement  facile  dc  la 
partition  en  braille  et  dc  la  partition  en  noir. 

QUESTION  3»  Quel  scrait  le  mode  de  transcription  lo  plus  commode 
pour  co  groupo. 

Opinion  dc  l1  expert  :  memo  reponse  que  pour  lcs  quostions  1  et  2. 

d)  Los  music  ions  amateurs  et  les  adultcs  recenment  frappes  do  cec-ite, 
qui  s'interesscnt  principalemcnt  aux  cantiques,  ballades,  et  autrcs  genres 
musicaux  simples.  II  faut  a  cc  groupo  des  partitions  braillo  dont  la  dispo- 
sition so  it  aussi  simple  ot  aussi  normale  que  possible. 
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QUESTION  i+.  Quel  est  le  mode  do  transcription  qui  aurait  dos  chancos 
d'offrir  a.  co  groupe  le  plus  do  commoiite  du  point  do 
vuo  do  la  lecture  ? 

Opinion  do  1* expert  :  les  music iens  amateurs  preferoront  scion- touto 
vraisemblanco  la  memorisation  patientc  au  dechiffrage  rapidc.  Los  melodios 
des  cantiqucs.ot  des  ballades  sont  souvont  les  premieres  auxquclles  ils 
s'interessont.  II  conviendrait  done  de  transcrire  separoment  les  melodios 
au-dessus  de  1* arrangement  instrumental.  Los  preferencos  do  ce  groupo  iraient 
en  premier  liou,  au  mesure  sur  mesuro,  en  second  lieu  au  modo  continental 
a  phrases  courtes,  et,  en  troisiemo  lieu,  au  mesuro  par  mesure. 

o)  Les  transcripteurs  benevolos  et  lecteurs  prives  pour  musicions 
aveuglos,  qui  constituent  un  groupe  peu  nombreux  mais  trop  important 
pour  que  nous  puissions  no  pas  tenir  compt©  do  ses  capacites  et  de  sa 
formation  moyonno.   Ils  ont,  peut-ctre  plus  que  quiconquo,  besoin  d'un 
mode  unifie  qui  soit  rapidemont  assimilable  et  qui  puisse  s1 adapter  aux 
divers  types  do  transcription  qu*on  pout  leur  demander  d,ontrcprcndro. 

QUESTION  5.  Quel  est  le  mode  fundamental  qui  sorait  le  plus  commode 
pour  la  moyenno  des  transcripteurs  volontaircs  ? 

Opinion  de  1* expert  :  Do  nombreux  transcripteurs,  a  cause  do  la 
disposition  plus  normalc  du  mesuro  sur  mesure,  pourraient  penchor  en  favour 
do  cot  arrangement,  notamment  s'il  est  fait  usage  de  machines  a  ecrire 
modernes.  On  leur  demande  plus  souvent  de  travailler  sur  do  la  musiquo 
compliquee  que  sur  des  textes  simples.  On  ne  peut  attondre  de  ce  groupo 
qu*il  surmonto  les  difficultes  do  la  transcription  simultanec,  (transcrip- 
tion vcrticalo  et  ses  variantes).  On  no  pout  pas  non  plus  lui  demandor, 
s*il  s*agit  do  musique  compliquee,  de  savoir  disposer  lo  textc  mesure 
sur  mesuro  ou  temps  sur  temps  ;  la  difficulty  est  particulieremont  grande 
pour  ceux  qui  ecrivent  au  poincon.   II  sorait  done  indique  d'adopter  pour 
co  groupo  so.it  le  mode  continental  a  phrases  courtes,  soit  le  mesure  par 
mesure  -  do  preference  avec  mosures  numerotees  de  bout  en  bout. 

f )  Les  eleves  avances  des  etablissements  secondairos  et  du  Conser- 
vatoire, ainsi  que  les  musiciens  profess ionnels  aveugles  -  groupe 
considerable  dont  la  virtuosite  en  matiero  de  dechiffrago  ost  tres  supe- 
rioure  a  la  moyenno  do  tous  los  autres.   Ce  groupe  peut,  avec  plus  ou 
moins  de  facilite,  utiliser  a1 importe  quel  modo,  pourvu  quo  la  transcrip- 
tion soit  accompagnee  de  notes  oxplicatives  et  que  lron  indiquo  le  sens 
dans  lequel  les  accords  doivent  se  lire.  Co  groupe  procedo  surtout  par 
memorisation,  et  a  surtout  besoin  d*un  systeme  qui  so  prSto  a  l'alignement 
des  parties  corrcspondantos . 

QUESTION  6.  S»il  faut  recommander  un  modo  de  transcription  pour  los 
musiciens  professionnels  ou  deja  avances,  quel  est  lo 
modo  fondamental,modifie  au  besoin,  qui  lour  offrirait 
le  plus  do  facilite  du  point  do  vuo  do  la  memorisation  ? 

Opinion  de  I1 expert  :  il  est  cxtromomont  facheux  do  limitcr  lo  choix, 
en  co  qui  concern©  co  groupe,  a  un  scul  mode  de  transcription  a  l'oxclusion 
do  tous  les  autres.  II  faut  tenir  compto  dc  la  recommendation  relative  aux 
trans criptours  benevolcs,  dont  les  sorvicoc  eo.n3,on  bicn  des  pays,  indis- 
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pcnsables  aux  pusicicns  avances.  Lc  Kiodp  do  transcription  a  recomnandcr 
en  cc  cas  sorait  lc  mode  continental  a  phrases  courtes,  ou  lc  mesuro  par 
incsure  -  avoc  mosurcs  numerotees  dc  bout  en  bout. 

2.    La  question  de  l'ecriture  au  poincon  contrc  lT6criturc  a.  la  machine 

L'ecriture' au  poincon  continue  a  sc  pratiquor  dans  toutcs  les  parties 
du  mondo  ct  sera  toujeurs  employee  par  de  nombrcux  avouglos  ct  par  cortains 
transcripteurs.  Certaincs  personnos  la  prcfercnt  en  raison  dc  ses  qualites 
propres,  tandis  que  cortaines  1'utiliscnt  parco  qu'ollcs  n'ont  pas  les 
moyens  de  se  procurer  une  machine  a  ccrirc.  Les  tablettcs  no  depasscnt 
generalcmcnt  pas  une  longueur  de  26  a  28  rectangles  a  la  ligne.  Lo  papior 
a  machine  braille  couramment  utilise  est  on  general  du  format  corrospondant 
aux  tablettcs  in-octavo. 

Sur  tablettcs,  les  modes  dc  transcription  mesuro  sur  mesure  ot  temps 
sur  temps  prescntent  des  difficulty,  notamment  pour  les  avouglcs.  Les 
numeros  dc  mesuro  marginaux  ot  les  signes  m.d.  ct  m.g.  rcduisent  encore  la 
place  disponible,  de  sortc  que  la  transcription  parallelc,  surtout  s'il 
s'agit  dc  musiquc  compliquee,  nc  convicnt  guere  a  l'ecriture  au  poincon. 
Les  autrcs  modes  fondamentaux  de  transcription  reposcnt  sur  l'ecriture  en 
ligne  continue  qui  est  obligatoire  lorsquTon  ecrit  sur  des  tablettcs. 

On  aura  do  plus  en  plus  rccours,  pour  ecrire  la  musiquc  Braille,  a 
l'emploi  dc  machines,  qu'il  s'agisso  dc  machines  a  ecrire  or^.inairos  ou  dc 
stereotypcuses  ;  l'ecriture  au  poincon  pordra  done  peu  a  pou  sa  raison 
d'etre. 

Les  editeurs  de  musiquc  deviendront  de  plus  en  plus  nombreux,  de  memo 
que  les  transcripteurs  faisant  usage  do  machines.  Des  maintenant  (et  ceci 
est  do  la  plus  haute  importance)  la  grande  majorite  des  lectcurs  do  musique 
Braille  utilise  des  partitions  imprimees  ou  ecrites  a  la  machine.  Cetto 
majorite  ira  croissant. 

Tous  les  modes  fondamentaux  de  transcription  conviennont  a  l'ecriture 
a  la  machine,  y  compris  ccux  que  nous  avons  considered  commo  inapplicables 

a  l'ecriture  au  poingon  (mesure  sur  mesuro  et  temps  sur  temps)  ct  qui 
meritent  d'otrc  examines  do  ce  nouvoaxr  point  do  vue.  S'il  est  exact  que, 
comme  nous  l'nvons  dit  plus  haut,  la  transcription  parallele  facilite  la 
lecture  pour  plusieurs  dos  groupes  les  plus  nombreux,  constituant  onsemblo 
une  forto  majorite,  il  pout  devenir  nooessairc  de  s©  ranger  a  une  solution 
nouvclle  ot  rationnclle.  II  faut  mettre  en  balance  les  inconvenients  quo 
prcscnte  l'abandon  progrossif  de  l'ecriture  au  poincon'  et  les  avantages 
qui  decoulcnt  d'un  dechiffrago  plus  facile  pour  la  majorite  des  locteurs. 


Question  7. 


l\ 


(a)  Los  limitations  particulieres  a  l^crituro  au  poingon 
dcvraient-ellos  influer  sur  le  choix  d'un  mode  de 
transcription  unifie  ?  Autrcmcnt  dit,  faut-il  f \irc 
choix  d'un  mode  unique  commun  a  l'ecriture  au  poingon  et 
a  l'ecriture  a  la  machine,  en  depit  des   inconvenients 
qu'il  pourrait  presenter  pour  l'unc  ou  pour  l'autre. 
Dans  cc  cas,    quel  mode  conviondrait-il  do  choisir  ? 
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(b)  Ou  bicn  serait-il  possible  dc  prcscriro  un  mode  simple 
pour  lTocriture  au  poincon,  indopendammont  ou  on  plus  du 
choix,  pour  1* impression  oula  dactylographio,  dTun  mode  qui 
leur  conviennc  micux. 

Opinion  dc  1* expert  :  S'il  faut  choisir  un  mode  unique,  ce  mod© 
devra  so  pretcr  assoz  bicn  a.  Pecrituro  au  poingon  dc  tous  les  genres 
dc  musiquc.  Les  limitations  inhcrcntos  a.  l'ecriture  au  poincon  oricntont 
notro  choix  vers  le  mesuro  par  mosure  ou  le  mode  continental  a.  phrases 
courtos.   II  faudra  dans  1'un  ou  1* autre  cas  adopter  lc  systeuc  do 
numerotation  des  mesurcs,  pour  facilitcr  l'alignemcnt  dos  parties  dans 

10  cas  dc  1'un  dc  ces  modes,  ct  les  repetitions  chiffreos  dans  los  deux 
cas.  Dc  nomhrcux  lecteurs  avances,  qui  no  verraicnt  quo  pou  d!inconv6«. 
nicnts  a  l'omploi  dc  plusicurs  modes,  preferoraient  probablemcnt  voir 
adopter  un  mode  simple  pour  l'ecriture  au  poincon,  sans  imposer  d'inutilos 
restrictions  a.  la  musiquc  rcproduite  suivant  des  techniques  plus  avancccs. 
On  aurait  done  deux  modes  distincts,  cc  qui  entrainorait,  pour  la  socondc 
fois  au  cours  de  la  presentc  etude,  .un©  modification  du  voeu  par  lcquel 
l'TJnesco  reclamait  l'adoption  d'un  scul  et  memo  mode.  Nous  avions  etc 
pour  la  promiere  fois  amenos  a  nous  on  ecarter  a.  propos  de  l'altcrnanc© 
des  mains,  considereo  comme  un  supplement  necessaire  au  mode  qui  scrait 
choisi,  quol  quo  doivo  etro  c©  mod©, 

3.    La  question  do  la  musique  regionale  caracteristique. 

II  est  au  moins  partiellement  exact  que  les  divers  modes  sont  nes 
d©  besoins  regionaux  et  quTils  devront  continuor  a.  repoiidre  aux  besoins 
de  leurs  regions  d'origino.  II  y  a  le  cas,  par  cxcmple,  des  centaines 
dTorganistes  (et  profossours  de  musique)  des  paroisscs  catholiques 
de  France  ct  do  Quebec.  II  y  a  colui  des  organistes  et  des  maitrcs  do 
chapcllc  d'autrcs  egliscs,  dont  le  travail  exigo  beaucoup  de  memorisation. 

11  y  a  les  besoins  particuliers  en  materiel  d,onseignement  (notamment 
manuals  ct  methodos  publics  dans  lo  pays)  des  eleves  dos  ecolcs  pour 
avcuglcs  d'uno  region  donneo.  II  y  a  les  besoins  regionaux  caracteristiquos 
on  musique  de  danse  publiec  dans  lo  pays.  (Pour  la  musiquc  dc  danso,  un© 
transcription  des  melodies  accompagneo  dc  breves  indications  sur  l'harmo- 
nisation,  suffit  aux  orchostrcs  profess ionnels  d,avougl©s). 

II  faut  bion  reconnaitr©  que  la  musique  Braille  imprimec  ou  copieo 
a.  la  main  pour  l'un  ou  l*autrc  do  cos  besoins  regionaux  particuliers 
servira  prcsqu©  oxclusivcment  dans  la  region  pour  laquollo  ello  a  cte 
produite.  Lorsque,  exceptionnellemont,  on  reclame  cette  musique  dans 
d'autrcs  regions,  e'est  pour  des  music iens  suffisammont  avances  dans  la 
pratique  de  leur  art  pour  pouvoir  s*adapter  sans  grande  diffioulte  a 
n* import©  quol  mod©  de  transcription. 

QUESTION  8.  Le  mode  unifie  doit-il  so  substituer  aux  divers  modes 

regionaux  caracteristiquos  ?  Autremcnt  dit,  la  musiquo 
catholique,  la  musique  anriicane  ou  tout©  autre  musique 
d'eelis©  dovraicnt-ollos  'trc  transcritcs  do  la  mom© 


;gl: 

fa$on  ?  Lc  matoriol  d'e.  ^oigncment  destine  aux  clevos 
dos  ecolcs  allcmandcs  pour  avcuglcs  dovrait-il  ctro 
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transcrit  do  la  mono  facon  que  eclui  qui  est  icstino 
aux  ctablisscments  correspendants  des  Etats -Uriis  ? 
La  musique  do  danse  dovrait-elle  otrc  transcrito  en 
Argentine  de  la  meme  fagon  qu*en  Inde  ? 

Opinion  dc  1' expert  :  II  faut  choisir  ot  prescrirc  un  mode  unifie 
pour  toutes  les  partitions  de  musique  classiquo  qui  sont  appclecs  a.  otre 
univcrscllcmcnt  employees.  Si  1'on  s'efforgait  de  ropandre  l'emploi  d*un 
mode  de  transcription  unifie,  il  est  vraiscmblable  que  les  usages  rcgicnaux 
finiraicnt  par  s' en  rossentir.  Ilais  il  ost  peu  probable  que  le  mode  unifie 
puisse  ctre  applique  d,embloe  a  la  musique  d'eglise  regionale,  au  jaatoriel 
regional  d*  ens  ei  gnome  nt,  ou  a  la  musique  de  danso  regionale. 

h*  La  question  dos  typos  naturels  de  compositions 

Si  lTon  excepte  lc  plain-chant,  qui  n'est  pas  divise  en  mosuros,  et 
certainos  compositions  moderncs  en  rythme  libre,  il  existe  quatre  -princi- 
paux  types  de  musique  divisee  on  mesurcs. 

a)  Musique  dont  toutes  les  parties  consistent  en  mesurcs  relativemcnt 
courtos  et  egales . 

b)  Musique  dont  une  partie  consiste  en  mesures  longues,  lf  autre  ou 
les  autros  parties  en  mesures  courtes. 

c)  Musique  dont  toutes  les  parties  (doux  ou  davantage)  consistent  en 
mesures  longues  et  complexes. 

d)  Musique  pour  piano  consistant  en  notes,  accords  ou  passages  courts 
executes  alternativemcnt  par  les  deux  mains. 

Certaines  personnes  estiment  que  chacun  de  cos  types  naturels  de 
composition  appello  dc  lui-memo  un  certain  mode  do  transcription  qui  lui 
convient  mieux  que  tout  autre* 

QUESTION  9.  a)  Quel  est  le  mode  le  plus  approprie  a  la  musique  dont 
los  mesures  sont  relativemcnt  courtes  ot  egalos  ? 

b)  Quel  est  le  mode  le  plus  approprie  a  la  musique  dont 
une  partie  consisto  en  mesures  longues,  ct  l'autre  ou 
les  autre s  en  mesures  courtes  ? 

c)  Quel  est  le  mode  le  plus  approprie  a  la  musique 
complexe  dont  toutes  les  mesures  sont  longuos  ? 

d)  L'altornance  des  mains  ost-ello  un  supplement 
nccessaire  a  un  modo  unifie  quel  qu'il  soit  ? 

o)  Question  capitalo  j  quel  ost  le  mode  dc  transcrip- 
tion qui  conviendrait  le  mieux  a  tous  les  types  de  mu- 
sique indiqucs  ci-dossus  ? 

f)  Quol  est  lo  modo  qui  convient  le  mieux  a  la 
transcription  du  plain-chant  ot  do  la  musiquo  moderne 
WB/073-5^  en  rythme  libro  ? 
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L' expert  no  pourra  repondre  a  ces  questions  ni  aux  questions 
connexes  qui  precedent  avant  d*avoir  precede  a.  unc  analyse  complete 
dc  toutes  les  reponses  revues.   Lcs  idecs  deja  exprimeos  ci-dessus 
peuvent  neanmoins  se  resumor  comme  suit  : 

1.  II  faut  insister  sur  la  necessito  df adopter,  dans  le  code 
unifie,  un  mode  unifie  do  transcription,  d* application  aussi  large  quo 
possible,  auquel  se  conformoraient  toutes  les  publications  musicales 
appclces  a.  rccevoir  une  diffusion  internationale. 

2.  Les  avantages  de  la  numerotation  dos  mesuros  d.evraient  etro 
otendus  a  tous  lcs  modes  fondamentaux  de  transcription. 

3.  Tous  les  modes  fondamentaux  devraient  6*tro  docrits  dans  lo 
code  unifie  comme  pouvant  supplier  ie  mode  unifie  a.  cortainos  fins 
particulieros. 

h.       Lo  systemo  d!a.lternancc  des  mains  est  le  complement  necossaire 
de  tout  mode  de  transcription  quel  qu*il  sort. 

5,   Dans  tout  toxte  musical  Braille,  et  particuliercment  s*il 
sfagit  de  musiquo  classique,  toutes  les  mentions  et  indications  vcrbales 
(tit res,  noms  du  compositeur,  nom  do  l'editour,  directives)  devraient 
figurcr  en  Braillo  non  contracte.  Le  mode  do  transcription  ainsi  quo  lo 
sens  de  la  lecture  des  accords  dovraient  etro  indiques  au  debut  du 
morcoau. 

QUESTION  10.   Si  la  musique  est  diviseo  on  phrases,  ces  dcrniercs 
doivcnt-ollcs  corrospondrc  aux  porteos  du  texto 
iiaprime  ou  aux  phrases  musicales  ? 

QUESTION  11,   Quelles  modifications  ou  additions  est-il  souhaitablo 
d'apporter  au  code  international  de  notation  musicalo  Braillo  dc  1929  ? 

QUESTION  12.  Est-il  souhaitable  d'apportcr  cortainos  modifications 
ou  additions  aux  symbolos  convent ionncls  actuellomcnt 
on  usage  ? 

QUESTION  13.  Est-il  souhaitablo  d'apportcr  a  l*un  quolconquo  des 
principaux  modes  do  transcription  ccrtaines  modifi- 
cations dont  il  n*est  pas-  fait  mention  dans  1*  etude 
qui  precede  ? 
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1.    ACKNOWLEDGMENT 

Grateful  acknowledgment  is  made  of  the  generous  support  given  the 
World  Braille  Council  Music  Consultant  in  his  undertaking  by  the 
officials  of  UNESCO  and  the  World  Council  for  the  Welfare  of  the 
Blind  and  by  all  others  who  have  responded  to  his  appeal  for 
co-operation.   Because  of  this  splendid  support  there  has  been 
definite  and  encouraging  progress,  which  progress,  however,  is 
partial  and  Incomplete. 

This  report  contains  no  technical  propositions,  but,  instead,  it 
explains  the  progress  that  has  been  made  in  the  orientation  of 
the  total  field  of  braille  music  toward  a  common  consideration  of 
its  own  self-standardization. 

This  report  terminates  the  original  assignment  accepted  by  the 
Consultant  December  30,  1952.   A  second  assignment  is  now  being 
confirmed  by  which  he  will  continue  his  work  as  the  representative 
of  UNESCO  at  the  international  conference  on  braille  music  to  be 
held  in  Paris,  July  22-30,  195**. 


2.    SUMMARY  OF  ACCOMPLISHMENTS 

The  original  assignment  obligated  the  Consultant  to  make  a 
Preliminary  World  Survey  of  Braille  Music,  and  this  he  did.   The 
Preliminary  Survey,  together  with  an  introductory  Letter  of 
Rapprochement,  was  addressed  to  the  total  field  during  the  months 
of  July  and  August,  1953. 

The  assignment  obligated  the  Consultant  to  communicate  with 
authorities  on  braille  music  throughout  the  world  and  to  assemble 
and  collate  their  views.   This  he  has  done  so  far  as  possible 
within  the  limitations  of  time  and  circumstance.   Encouraging 
responses  have  come  from  a  number  of  countries,  as  explained  later 
In  this  Survey, 

The  assignment  obligated  the  Consultant  to  consider  the  needs  and 
problems  of  writing  in  braille  both  Eastern  and  Western  music  and 
both  classical  and  popular  music.   This  he  has  attempted  to  do, 
as  explained  later  in  this  Survey, 

The  assignment  obligated  the  Consultant  to  prepare  a  new  and  complete 
International  music  notation,  including  his  recommendation  for  a 
universal  method  of  writing  music  on  the  braille  page.   This  has 
been  impossible  of  accomplishment  within  the  allotted  time;  first, 
because  the  Consultants  other  obligations  have  not  left  sufficient 
time  for  so  great  an  undertaking  and,  secondly,  because  there  was 
insufficient  time  to  develop  response  from  the  total  field. 

Lastly,  the  assignment  obligated  the  Consultant  to  submit  to  UNESCO 
a  Final  World  Survey  and  to  make  therewith  recommendations.   From 
the  Final  Survey  it  was  to  be  determined  whether  an  international 
round-the-table  conference  of  experts  would  be  necessary  and  feasible. 
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All  of  the  foregoing  obligations,  except  the  last,  were  assigned 
to  be  completed  by  August  31>  1953.   The  last  obligation,  according 
to  the  stipulation  of  the  assignment,  "shall  be  effected  as  soon 
as  sufficient  replies  have  been  received  from  the  music  authorities." 


3.    ALTERATION  OF  PROCEDURE 

The  work  of  the  Consultant  had  hardly  begun  early  in  1953  when  he 
was  informed  of  plans  being  advanced  for  the  general  assembly  of  the 
World  Council  for  the  Welfare  of  the  Blind  to  be  held  in  Paris 
during  August  of  195^  and  for  an  international  conference  on  braille 
music  to  be  held  prior  to  the  assembly.   These  plans  were  subsequent- 
ly developed  through  consultations  by  officials  of  the  World  Council 
and  officials  of  UNESCO  at  the  headquarters  of  UNESCO  in  Paris,  with 
the  concurrence  of  Sir  Clutha  Mackenzie,  chairman  of  the  World 
Braille  Council.   At  its  meeting  in  Como,  Italy,  August  3-5,    1953, 
the  Executive  Committee  of  the  World  Council  outlined  arrangements 
for  the  general  assembly  and  accepted  joint  sponsorship  with  UNESCO 
and  the  World  Braille  Council  of  the  proposed  conference  on  music. 
In  regard  to  the  latter,  it  was  assumed  by  the  Executive  Committee 
at  Como  that  the  final  report  of  the  World  Braille  Council  Music 
Consultant  would  be  forthcoming  and  that  it  would  present  technical 
agenda  for  the  music  conference. 

These  decisions,  which  determined  the  time  of  the  conference  on 
braille  music  and  the  preparation  of  its  agenda,  imposed  on  the 
Consultant  a  new  obligation  and  a  new  limitation  of  time  for  the 
assemblage  of  views  from  the  total  field. 

Thereupon  the  Consultant  requested  postponement  of  the  conference 
on  music  for  at  least  a  year  in  order  to  afford  additional  time 
for  preparation.   This  request  could  not  be  granted  because  of  the 
problems  of  sponsorship.   Accordingly,  the  Consultant  agreed  to 
conform  his  efforts  to  the  program  as  planned. 

To  assure  the  greatest  possible  success  for  the  conference  on 
braille  music,  the  Consultant  was  forced  to  adopt  a  special  procedure 
whereby  to  attempt  to  enlist  maximum  participation  on  the  part 
of  the  total  field.   This  special  procedure  is  explained  later  in 
this  Survey.   The  technical  material  produced  by  this  special 
procedure  will  constitute  the  working  documents  of  the  Paris 
conference. 


*K    APPEAL  FOR  WORLD-WIDE  CO-OPERATION 

The  Letter  of  Rapprochement  and  the  Preliminary  World  Survey, 
addressed  to  the  total  field  during  July  and  August,  1953  >  were 
published  in  periodicals  in  Canada,  France,  G-ermany,  Switzerland, 
Mexico,  Argentina,  Japan,  and  the  United  States,  perhaps  elsewhere 
not  reported  to  the  Consultant.   Only  a  few  official  answers  to  the 
questions  contained  in  the  Preliminary  Survey  have  been  received, 
but  assurances  have  come  from  a  number  of  countries  that  full 
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consideration  will  be  given  the  issues  raised  in  the  Survey. 
However,  unofficial  answers  by  qualified  individual  musicians  have 
been  received  from  the  United  Kingdom,  Sweden,  Austria,  Italy, 
Turkey,  India,  Japan,  New  Zealand,  Australia,  Brazil,  Argentina, 
Peru,  Uruguay,  South  Africa,  Canada,  and  the  United  States.   Through 
the  assistance  of  Mr.  Alejandro  Meza  of  Mexico,  the  study  of  the 
Preliminary  Survey  has  been  projected  into  a  number  of  Latin-American 
countries,  the  results  of  which  are  still  to  be  reported  by  Mr.  Meza. 

Weeks  and  months  passed  before  scattered  responses  began  to  be 
received  from  the  total  field  by  the  Consultant.   These  responses 
indicate  a  general  concern  for  international  accord.   Intense 
activity  on  the  part  of  local  committees  or  commissions  has  developed 
in  Canada,  G-ermany,  Argentina,  Japan,  India,  and  the  United  States, 
perhaps  elsewhere  not  yet  reported.   Indications  are  becoming  more 
and  more  evident  that  agreements  of  great  importance  can  be  reached. 


5.    CENTRAL  PRS-CONFERENCS  COMMITTEE 

When  the  Consultant  learned  that  he  was  made  responsible  for  the 
preparation  of  technical  proposals  for  the  consideration  of  the 
conference  on  braille  music,  he  appointed  a  committee  of  three 
experts  to  assist  him.   These  experts,  designated  hereafter  as  the 
"Central  Pre-Conf erence  Committee,"  are  the  following: 

Theodore  Taferner,  former  instructor  of  music  at  the  New  York 
Institute  for  the  Blind; 

Charles  J.  Beetz,  Director  of  Music,  New  York  Lighthouse  for  the 
Blind; 

John  Di  Biasio,  pianist,  and  soloist  at  Notre  Dame  de  la  Defense, 
Montreal,  assisted  by  two  committees  of  the  Quebec  Braille 
Musical  Society — the  Pre-Conf erence  Committee  and  the  Advisory 
Committee, 


6.    SPECIAL  FRE-C0NFER2NCE  PROCEDURE 

At  the  first  meeting  of  the  Central  Pre-Conf erence  Committee  with 
the  Consultant  in  New  York  City,  December  5,  1953,  it  was  decided 
to  issue  to  the  total  field  a  series  of  communiques.   Three  of 
these  communiques  have  already  been  issued  by  the  Consultant  and 
others  will  follow.   Each  communique  contains,  or  will  contain, 
technical  suggestions  edited  by  the  Central  Pre-Conf erence  Committee 
as  received,  or  to  be  received,  from  the  total  field,  or  as  worked 
out  by  the  Central  Pre-Conf erence  Committee  itself.   The  communiques 
are  addressed  to  known  delegates  appointed  to  attend  the  Paris 
conference,  or  to  responsible  organizations  still  to  appoint  their 
delegates. 

It  is  the  purpose  of  this  special  procedure  (l)  to  enlist  all 
delegates  in  serious  preparation  for  the  Paris  conference,  (2)  to 
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give  delegates  subject  matter  to  use  in  their  communication  with 
other  experts  in  their  respective  countries,  (3)  to  bring  to  the 
Central  Pre-Conf erence  Committee  from  all  countries  such  technical 
views  and  proposals  as  are  locally  accepted,  and  (M  to  accumulate 
agenda  and  working  documents  for  presentation  at  the  Paris  conference. 
This  procedure  aims  to  channel  through  the  office  of  the  Consultant 
as  much  technical  material  as  possible  prior  to  the  conference; 
but  it  does  not  exclude  the  right  of  any  delegation  to  present  views 
or  technical  proposals  directly  to  the  conference.   This  special 
"orocedure  will  continue  to  within  a  month  of  the  conference. 


7,    EASTERN  MUSIC 

In  its  inauguration  of  the  program  for  the  unification  of  the  braille 
musical  code,  UNESCO  insisted  that  the  music  of  both  East  and  West 
must  be  included.   In  accepting  this  obligation,  the  Consultant 
agreed  to  include  Eastern  music  in  his  Survey  so  far  as  is  possible 
within  the  limitations  of  time  and  conditions. 

Correspondence  with  authorities  in  Eastern  regions  has  disclosed  the 
absence  of  integrated  adaptations  of  the  braille  code  to  the  native 
musical  systems,  but  has  also  disclosed  the  encouraging  fact  that 
appreciable  efforts  are  being  made  to  effect  such  adaptations. 
Each  of  the  major  Eastern  regions — Turkey,  India,  China,  and  Japan — 
has  its  own  characteristic  native  music,  each  differing  therein 
from  the  other.   These  systems  bear  little  if  any  analogy  (except 
perhaps  in  Japan)  to  the  universal  Western  system.   Each  indigenous 
system  is  of  such  complexity  that  the  task  of  achieving  an  integrated 
adaptation  thereof  in  braille  would  require  years  of  arduous  labor 
if  expected  of  one  individual.   Obviously  this  task  cannot  be  the 
sole  responsibility  of  the  Consultant  but  must  be  left  largely 
to  local  workers  in  each  region.   The  Consultant  has  addressed  his 
efforts  to  the  encouragement  and  guidance  of  these  local  workers. 

The  Central  Braille  Music  Committee  of  India  is  in  the  process  of 
unifying  braille  adaptations  to  the  conflicting  musical  systems  of 
Northern  and  Southern  India.   The  results  of  this  Committee's  labors 
are  still  to  be  reported. 

In  Japan,  where  Western  music  is  widely  used,  the  problem  is  chiefly 
with  special  native  instruments.   Adaptations  of  symbols  for  these 
instruments  are  being  made  by  the  Braille  Research  Committee  of  the 
Kinki  Education  Association  for  the  Blind. 

The  Consultant  is  in  communication  with  authorities  in  Turkey  and 
Pakistan,  with  promise  of  appreciable  progress  in  Turkey,  but  at 
the  time  of  this  writing  definite  information  cannot  be  given. 

Efforts  to  reach  authorities  on  braille  music  in  the  Soviet  Union, 
Romania,  Bulgaria,  Poland,  Jugoslavia,  and  China  have  thus  far 
been  unavailing. 

As  regards  Eastern  music,  the  Consultant  recommends  that  the  Paris 
conference  should  endeavor  to  arrange  for  a  comprehensive  internation- 
al manual  of  braille  music,  this  manual  to  be  in  several  separately 
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printed  parts.   The  first  part  should  present  the  Western  code 
(including  the  symbols  for  the  native  Japanese  instruments). 
Other  separately  printed  sections  of  the  international  manual 
should  describe  respectively  the  adaptations  of  the  braille  system 
to  Indian,  Turkish,  and  other  native  systems  as  these  are  developed. 
This  plan  would  be  both  economical  and  practical.   Each  part  of  the 
manual,  being  complete  in  its  treatment  of  one  characteristic 
system,  would  serve  the  region  in  which  that  system  prevails.   On 
the  contrary,  if  all  major  systems  were  included  in  one  manual,  the 
satisfactory  completion  of  the  manual  would  be  delayed  indefinitely 
and  the  text  would  be  cumbersome,  involved,  and  inconvenient  to  use. 


8.    INTERNATIONAL  MANUAL  AND  AVOIDANCE  OF  DRASTIC  REFORM 

From  communications  thus  far  received  there  is  an  apparent  concensus 
of  views  (a)  that  all  countries  should  adopt  one  international 
manual,  and  (b)  that  drastic  reform  of  the  established  code  should 
be  avoided.   These  principles  were  recommended  in  the  Preliminary 
World  Survey  and  are  now  reaffirmed. 

The  conservative  principle  has  been  stated  most  clearly  and  briefly 
by  Mr.  John  Di  Biasio  of  Montreal: 

"We  should  aim  as  much  as  possible  at  preserving  the  rules  and 
practices  already  internationally  established  unless  the  improve- 
ments are  very  important  and  obvious.   This  is  to  avoid  too  great 
a  difference  between  music  printed  before  195^  and  that  printed 
afterward, " 

The  International  Notation  adopted  by  the  1929  Paris  Conference  on 
Braille  Music  has  been  made  the  basis  for  additions  and  revisions. 
All  proposals  are  being  designated  by  chapter  and  paragraph 
numbers  of  the  1929  International  Notation.   This  plan  is  incor- 
porated in  the  series  of  communiques  described  in  this  Survey, 
Section  6>,  Special  Pre-Conf erence  Procedure, 


9.    UNIVERSAL  CATALOGUING  AND  DISTRIBUTION 

Undoubtedly  the  most  enthusiastic  response  from  the  total  field 
has  been  inspired  by  the  hope  of  international  cataloguing  of 
braille  music.   The  first  reward  for  co-operation  in  standardizing 
the  musical  code  will  be  the  availability  to  all  regions  both  of 
future  transcriptions  and.  of  the  vast  accumulation  of  existing 
transcriptions. 

Any  plan  for  the  cataloguing  and  distribution  of  braille  music  will 
necessarily  depend  on  the  financial  sponsorship  thereof.  There  are 
Indications  that  such  sponsorship  is  possible. 

In  order  to  facilitate  the  Inauguration  of  the  program,  the  first 
international  catalogue  should  list  only  the  works  of  world-renowned 
composers — sonatas,  concertos,  suites,  masses,  orchestrations,  etc. 
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As  the  program  is  developed,  other  transcriptions  should  be  included, 

Printing  houses  producing  such  transcriptions  should  be  expected 
to  prepare  title  pages  in  full  spelling,  avoiding  the  use  of 
literary  abbreviations.   Also,  each  transcription  should  include 
an  inserted  sheet  bearing  a  brief  statement  of  the  method  employed 
and  the  direction  of  chord  reading. 

All  embossers  should  agree,  so  far  as  possible,  to  make  future 
transcriptions  in  the  universal  method  recommended  by  the  Paris 
conference  of  195^,  especially  all  transcriptions  which  will  be  of 
international  value. 

It  is  recommended  that  the  conference  should  attempt  to  specify 
standard  measurements  for  the  braille  page  in  future  transcriptions. 


10.   METHODS  OF  WRITING  HARMONIZATIONS  IN  WESTERN  MUSIC 

In  the  Preliminary  World  Survey  the  several  major  patterns  of  setting 
out  music  on  the  braille  page  were  described  and  illustrated. 
Certain  minor  improvements  on  some  of  these  patterns  were  suggested. 

However,  a  closer  analysis  of  patterns  reveals  that  fundamentally 
there  are  only  two  basic  principles,  namely,  Parallel  placement 
of  parts  and  Alternate  placement  of  parts.   In  vocal  music  either 
solo  or  ensemble  these  principles  are  also  effective  as  regards 
words  and  notes. 

In  parallel  placement  there  are  in  each  parallel  as  many  lines  as 
there  are  parts  (in  vocal  music  the  words  represent  a  line),  and 
this  pattern  has  the  validity  of  universal  practice  in  music  printed 
for  the  seeing  world.   In  braille  instrumental  music  this  principle 
is  embodied  in  "bar  over  bar,"  "count  over  count,"  and  "line  over 
line."   In  braille  vocal  music  it  is  embodied  in  "line  over  line" 
(voice  part  or  parts  over  words  or  vice  versa,  in  alternate  lines). 
The  parallel  principle  affords  the  reader  the  double  advantage  of 
reading  any  part  continuously  if  he  wishes  and  of  reading  all 
parts  together  at  any  point  for  their  correspondence  or  harmonization. 

In  variance  with  the  universal  principle  of  parallel  representation 
of  parts,  several  deviating  patterns  for  representing  parts  in 
alternation  have  been  developed;  in  fact,  they  constituted  the 
earlier  and  original  practice  in  braille.   These  several  patterns 
are:   alternation  of  parts,  note  by  note,  called  "Note  Alternation"; 
alternation  of  parts,  measure  by  measure,  called  "Bar  by  Bar"; 
alternation  of  parts,  segment  by  segment,  called  the  "Continental 
Style";  and  alternation  of  parts  in  their  entirety,  used  chiefly 
in  ensembles  for  group  reading. 

It  is  obvious  that,  in  these  patterns  of  alternation,  the  reader's 
difficulty  in  comprehending  quickly  the  correspondence  or  harmoni- 
zation of  parts  is  proportionately  increased  with  the  greater 
length  of  the  alternated  units  of  music;  and,  conversely,  it  is 
obvious  that  the  reader's  convenience  is  proportionately  increased 
with  the  lesser  length  of  the  alternated  units. 
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Most  braille  readers  are  agreed  that  "Note  Alternation"  is  a 
desirable  pattern  for  particular  passages  or  compositions  the 
nature  of  which  is  sheer  alternation.   However,  views  differ  almost 
equally  regarding  the  advantages  of  "bar  by  bar"  and  those  of  the 
"Continental  Style",  the  former  pattern  facilitates  the  correspondence 
of  parts  in  memorization,  and  the  latter  facilitates  continuous 
reading  of  any  part  by  the  blind  teacher* 

Since  it  is  now  the  Consultant's  obligation  to  express  his  conclusions 
regarding  patterns  for  use  in  Western  harmonization,  he  recommends 
the  following: 

1.  That  the  parallel  principle  be  chosen  for  the  universal 
method  to  be  designated  in  the  international  manual,  and  that  in 
this  method  the  reading  of  chords  should  be  downward  in  the  treble, 

2.  That  "Note  Alternation"  be  adopted  for  use  in  passages 
and  compositions  requiring  this  pattern. 

3.  That  "Bar  by  Bar"  and  the  short  segmented  "Continental 
Style"  be  described  in  the  international  manual  without  indications 
for  their  specific  use  and  without  reference  to  their  local 
preference  in  the  past,  but  with  the  addition  of  the  plan  of  bar- 
numbering. 

k.      That  all  patterns  should  include  indications  of  ink-print 
pagination. 

Fortunately,  pre-conf erence  committees  in  O-ermany,  Canada,  the 
United  States,  and  perhaps  elsewhere,  are  considering  the  problem 
of  determining  a  universal  pattern  and  are  giving  it  intensive  study 
and  research.   As  a  result,  helpful  analyses  and  suggestions  are 
likely  to  be  offered. 

However,  it  is  possible  to  report  several  facts  regarding  preference 
for  styles  which  have  already  come  to  light  through  communications 
received  by  the  Consultant  from  the  total  field,  as  follows: 

a)  Although  preference  is  usually  in  accord  with  local 
usage,  there  are  notable  exceptions  to  this  local  tendency. 

b)  In  only  one  major  region,  namely,  the  United  States,  has 
there  been  a  long  and  thoroughly  varied  experience  in  the  use  of 
all  styles.   A  poll  of  views  indicates  a  conclusive  preference  for 
the  parallel  principle — "bar  over  bar." 

c)  there  is  an  appreciable  trend  in  the  total  field  to  prefer 
"bar  over  bar"  for  primary  music. 

d)  There  is  little  support  for  the  theory  that  the  choice  of 
style  should  be  determined  by  the  limitations  of  stylus  writing. 
It  is  a  common  view  that  a  special  style  should  be  recommended  for 
stylus  writing. 

e)  There  is  notable  preference  for  a  flexible  use  of  all  major 
styles  according  to  the  nature  and  purpose  of  transcriptions;  and 
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in  this  regard  there  is  even  some  resentment  that  the  obvious 
advantages  of  any  style  should  be  held  to  be  dispensable. 

f )   However,  there  is  an  appreciable  readiness  on  the  part  of 
the  total  field  to  endeavor  to  agree  on  a  universal  style  which 
can  be  recommended  for  future  transcriptions,  especially  for 
transcriptions  intended  for  international  cataloguing,   Such  a 
style,  recommended  in  the  international  manual,  would  enable 
unbiased  or  otherwise  uninstructed  transcribers  and  embossers  in 
future  years  to  proceed  with  certainty  and  confidence. 

A  personal  apology  must  here  be  offered  by  thje  Consultant.   His 
obligation  to  recommend  a  universal  style  for  harmonization  in 
Western  music  places  him  in  a  dilemma.   On  the  one  hand  he  is 
obligated  to  give  impartial  direction  to  the  total  field  toward  a 
choice  among  styles,  and  on  the  other  hand  he,  as  the  originator 
of  "bar  over  bar"  cannot  conceal  that  his  choice  was  made  many 
years  ago  through  systematic  research.   However,  he  will  not  permit 
his  personal  convictions  to  defeat  the  obligation  accepted  by  him 
in  his  assignment. 

The  following  frank  advice  must  be  offered  to  the  advocates  of  any 
particular  style:   If  international  cataloguing  is  established 
and  if  it  includes  transcriptions  already  made,  as  it  certainly 
should,  then  obviously  the  ultimate  choice  among  styles  will  be 
made  by  the  total  field  in  the  future.   Unfortunately,  the  danger 
and  difficulty  regarding  styles  is  the  absence  of  experience  in 
the  use  of  all  styles  in  most  areas  of  the  total  field. 

Finally  it  must  be  admitted  that  the  Preliminary  World  Survey 
greatly  over-emphasized  the  importance  of  styles.   This  was 
intended  as  a  means  for  opening  approaches  to  the  needs  of  all 
classes  of  music  and  musicians.   The  conferees  at  Paris  will  early 
realize  that  there  are  other  issues  of  great  importance,  namely, 
the  proper  editing  of  a  universal  manual,  the  treatment  of  Eastern 
music  and  the  planning  of  international  cataloguing. 


11.   INTERNATIONAL  CONFERENCE  ON  BRAILLE  MUSIC 

Three  international  organizations  are  the  sponsors  of  the  inter- 
national conference  on  braille  music  to  be  held  in  Paris,  July  22-30 , 
195^  t 

World  Council  for  the  Welfare  of  the  Blind;  Col.  E.  A.  Baker, 

Canadian  National  Institute  for  the  Blind,  President;  Eric  T. 
Boulter,  American  Foundation  for  Overseas  Blind,  Executive 
Secretary. 

World  Braille  Council;  Sir  Clutha  Mackenzie,  Chairman. 

UNESCO,  Department  of  Mass  Communication,  William  Farr,  Director; 
L.  W.  Rodenberg,  Consultant. 
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On  October  8-9,  1953,  a  steering  committee,  representing  the 
sponsoring  organizations,  met  in  New  York.   The  committee  consisted 
of  Messrs.  Eric  T.  Boulter,  Clutha  Mackenzie,  and  L.  W.  Rodenberg. 
The  purposes  of  the  meeting  were  (l)  to  outline  a  plan  of  equitable 
representation  at  the  conference  from  the  several  major  countries 
and  regions  of  the  world,  and  (2)  to  prepare  general  agenda  for 
the  conference.   The  plan  for  representation  specified  fifteen 
countries  and  regions  to  send  a  total  of  approximately  twenty-nine 
delegates.   The  responsibility  for  issuing  official  invitations 
to  countries  and  regions  to  appoint  their  delegations  and  the 
responsibility  for  registering  and  directing  delegations  in  travel, 
etc.,  was  left  to  the  Executive  Secretary  of  the  World  Council  for 
the  Welfare  of  the  Blind,  Mr.  Eric  T.  Boulter,  American  Foundation 
for  Overseas  Blind,  22  West  17th  Street,  Mew  York  11,  N.  Y. 

The  general  agenda  for  the  conference  on  music,  as  outlined  by  the 
steering  committee,  were  announced  both  in  the  official  invitation 
issued  by  Mr.  Boulter  on  December  9,  1953,  and  in  Communique  No.  1 
issued  by  the  Consultant. 


FINAL  WORLD  SURVEY  OF  BRAILLE  MUSIC 
he   W0  Rodenberg 
World  Braille  Council  Music  Consultant 

UNESCO 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.  S.  A. 

SYNOPSIS 

1.  Acknowledgment 

2.  Summary  of  Accomplishments 

3.  Alteration  of  Procedure 

k.  Appeal  Made  for  World-wide  Co-operation 

5.  Central  Pre-Conf erence  Committee 

6.  Special  Pre-Conf erence  Procedure 

7.  Eastern  Music 

8.  International  Manual  and  Avoidance  of  Drastic  Reform 

9.  Universal  Cataloguing  and  Distribution 

10,  Methods  for  Writing  Harmonizations  in  Western  Music 

11.  International  Conference  on  Braille  Music 


I 
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1,    ACKNOWLEDGMENT 

Grateful  acknowledgment  is  made  of  the  generous  support  given  the 
World  Braille  Council  Music  Consultant  in  his  undertaking  "by  the 
officials  of  UNESCO  and  the  World  Council  for  the  Welfare  of  the 
Blind  and  by  all  others  who  have  responded  to  his  appeal  for 
co-operation.   Because  of  this  splendid  support  there  has  been 
definite  and  encouraging  progress,  which  progress,  however,  is 
partial  and  incomplete. 

This  report  contains  no  technical  propositions,  but,  instead,  it 
explains  the  progress  that  has  been  made  in  the  orientation  of 
the  total  field  of  braille  music  toward  a  common  consideration  of 
its  own  self -standardization. 

This  report  terminates  the  original  assignment  accepted  by  the 
Consultant  December  30,  1952.   A  second  assignment  is  now  being 
confirmed  by  which  he  will  continue  his  work  as  the  representative 
of  UNESCO  at  the  international  conference  on  braille  music  to  be 
held  in  Paris,  July  22-30,  195^ . 


2.    SUMMARY  OF  ACCOMPLISHMENTS 

The  original  assignment  obligated  the  Consultant  to  make  a 
Preliminary  World  Survey  of  Braille  Music,  and  this  he  did.   The 
Preliminary  Survey,  together  with  an  introductory  Letter  of 
Rapprochement,  was  addressed  to  the  total  field  during  the  months 
of" July  and  August,  1953. 

The  assignment  obligated  the  Consultant  to  communicate  with 
authorities  on  braille  music  throughout  the  world  and  to  assemble 
and  collate  their  views.   This  he  has  done  so  far  as  possible 
within  the  limitations  of  time  and  circumstance.   Encouraging 
responses  have  come  from  a  number  of  countries,  as  explained  later 
in  this  Survey, 

The  assignment  obligated  the  Consultant  to  consider  the  needs  and 
problems  of  writing  in  braille  both  Eastern  and  Western  music  and 
both  classical  and  popular  music.   This  he  has  attempted  to  do, 
as  explained  later  in  this  Survey, 

The  assignment  obligated  the  Consultant  to  prepare  a  new  and  complete 
international  music  notation,  including  his  recommendation  for  a 
universal  method  of  writing  music  on  the  braille  page.   This  has 
been  impossible  of  accomplishment  within  the  allotted  time;  first, 
because  the  Consultant's  other  obligations  have  not  left  sufficient 
time  for  so  great  an  undertaking  and,  secondly,  because  there  was 
insufficient  time  to  develop  response  from  the  total  field. 

Lastly,  the  assignment  obligated  the  Consultant  to  submit  to  UNESCO 
a  Final  World  Survey  and  to  make  therewith  recommendations.   From 
the  Final  Survey  it  was  to  be  determined  whether  an  international 
round-the-table  conference  of  experts  would  be  necessary  and  feasible. 
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All  of  the  foregoing  obligations,  except  the  last,  were  assigned 
to  be  completed  by  August  31>  1953.   The  last  obligation,  according 
to  the  stipulation  of  the  assignment,  "shall  be  effected  as  soon 
as  sufficient  replies  have  been  received  from  the  music  authorities." 


3.    ALTERATION  OF  PROCEDURE 

The  work  of  the  Consultant  had  hardly  begun  early  in  1953  when  he 
was  informed  of  plans  being  advanced  for  the  general  assembly  of  the 
World  Council  for  the  Welfare  of  the  Blind  to  be  held  in  Paris 
during  August  of  195^  and  for  an  international  conference  on  braille 
music  to  be  held  prior  to  the  assembly.   These  plans  were  subsequent- 
ly developed  through  consultations  by  officials  of  the  World  Council 
and  officials  of  UNESCO  at  the  headquarters  of  UNESCO  in  Paris,  with 
the  concurrence  of  Sir  Clutha  Mackenzie,  chairman  of  the  World 
Braille  Council.   At  its  meeting  in  Como,  Italy,  August  3-5 »  1953, 
the  Executive  Committee  of  the  World  Council  outlined  arrangements 
for  the  general  assembly  and  accepted  joint  sponsorship  with  UNESCO 
and  the  World  Braille  Council  of  the  proposed  conference  on  music. 
In  regard  to  the  latter,  it  was  assumed  by  the  Executive  Committee 
at  Como  that  the  final  report  of  the  World  Braille  Council  Music 
Consultant  would  be  forthcoming  and  that  it  would  present  technical 
agenda  for  the  music  conference. 

These  decisions,  which  determined  the  time  of  the  conference  on 
braille  music  and  the  preparation  of  its  agenda,  imposed  on  the 
Consultant  a  new  obligation  and  a  new  limitation  of  time  for  the 
assemblage  of  views  from  the  total  field. 

Thereupon  the  Consultant  requested  postponement  of  the  conference 
on  music  for  at  least  a  year  in  order  to  afford  additional  time 
for  preparation.   This  request  could  not  be  granted  because  of  the 
problems  of  sponsorship.   Accordingly,  the  Consultant  agreed  to 
conform  his  efforts  to  the  program  as  planned. 

To  assure  the  greatest  possible  success  for  the  conference  on 
braille  music,  the  Consultant  was  forced  to  adopt  a  special  procedure 
whereby  to  attempt  to  enlist  maximum  participation  on  the  part 
of  the  total  field.   This  special  procedure  is  explained  later  in 
this  Survey.   The  technical  material  produced  by  this  special 
procedure  will  constitute  the  working  documents  of  the  Paris 
conference. 


^.    APPEAL  FOR  WORLD-WIDE  CO-OPERATION 

The  Letter  of  Rapprochement  and  the  Preliminary  World  Survey, 
addressed  to  the  total  field  during  July  and  August,  1953,  were 
published  in  periodicals  in  Canada,  France,  G-ermany,  Switzerland, 
Mexico,  Argentina,  Japan,  and  the  United  States,  perhaps  elsewhere 
not  reported  to  the  Consultant.   Only  a  few  official  answers  to  the 
questions  contained  in  the  Preliminary  Survey  have  been  received, 
but  assurances  have  come  from  a  number  of  countries  that  full 
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consideration  will  be  given  the  Issues  raised  in  the  Survey. 
However,  unofficial  answers  by  qualified  individual  musicians  have 
been  received  from  the  United  Kingdom,  Sweden,  Austria,  Italy, 
Turkey,  India,  Japan,  New  Zealand,  Australia,  Brazil,  Argentina, 
Peru,  Uruguay,  South  Africa,  Canada,  and  the  United  States.   Through 
the  assistance  of  Mr.  Alejandro  Meza  of  Mexico,  the  study  of  the 
Preliminary  Survey  has  been  projected  into  a  number  of  Latin-American 
countries,  the  results  of  which  are  still  to  be  reported  by  Mr,  Meza. 

Weeks  and  months  passed  before  scattered  responses  began  to  be 
received  from  the  total  field  by  the  Consultant.   These  responses 
indicate  a  general  concern  for  international  accord.   Intense 
activity  on  the  part  of  local  committees  or  commissions  has  developed 
in  Canada,  Germany,  Argentina,  Japan,  India,  and  the  United  States, 
perhaps  elsewhere  not  yet  reported.   Indications  are  becoming  more 
and  more  evident  that  agreements  of  great  importance  can  be  reached. 


5.    CENTRAL  PRE-CONFERENCE  COMMITTEE 

When  the  Consultant  learned  that  he  was  made  responsible  for  the 
preparation  of  technical  proposals  for  the  consideration  of  the 
conference  on  braille  music,  he  appointed  a  committee  of  three 
experts  to  assist  him.   These  experts,  designated  hereafter  as  the 
"Central  Pre-Conf erence  Committee, "  are  the  following: 

Theodore  Taferner,  former  instructor  of  music  at  the  New  York 
Institute  for  the  Blind; 

Charles  J.  Beetz,  Director  of  Music,  New  York  Lighthouse  for  the 
Blind; 

John  Di  Biasio,  pianist,  and  soloist  at  Notre  Dame  de  la  Defense, 
Montreal,  assisted  by  two  committees  of  the  Quebec  Braille 
Musical  Society — the  Pre-Conf erence  Committee  and  the  Advisory 
Committee. 


6.    SPECIAL  PRE-CONFERENCE  PROCEDURE 

At  the  first  meeting  of  the  Central  Pre-Conf erence  Committee  with 
the  Consultant  in  New  York  City,  December  5,  1953,  it  was  decided 
to  issue  to  the  total  field  a  series  of  communiques.   Three  of 
these  communiques  have  already  been  issued  by  the  Consultant  and 
others  will  follow.   Each  communique  contains,  or  will  contain, 
technical  suggestions  edited  by  the  Central  Pre-Conf erence  Committee 
as  received,  or  to  be  received,  from  the  total  field,  or  as  worked 
out  by  the  Central  Pre-Conf erence  Committee  itself.   The  communiques 
are  addressed  to  known  delegates  appointed  to  attend  the  Paris 
conference,  or  to  responsible  organizations  still  to  appoint  their 
delegates. 

It  is  the  purpose  of  this  special  procedure  (l)  to  enlist  all 
delegates  in  serious  preparation  for  the  Paris  conference,  (2)  to 
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give  delegates  subject  matter  to  use  in  their  communication  with 
other  experts  in  their  respective  countries,  (3)  to  bring  to  the 
Central  Pre-Conf erence  Committee  from  all  countries  such  technical 
views  and  proposals  as  are  locally  accepted,  and  (M  to  accumulate 
agenda  and  working  documents  for  presentation  at  the  Paris  conference. 
This  procedure  aims  to  channel  through  the  office  of  the  Consultant 
as  much  technical  material  as  possible  prior  to  the  conference; 
but  it  does  not  exclude  the  right  of  any  delegation  to  present  views 
or  technical  proposals  directly  to  the  conference.   This  special 
orocedure  will  continue  to  within  a  month  of  the  conference. 


7.   EAST  EM  MUSIC 

In  its  inauguration  of  the  program  for  the  unification  of  the  braille 
musical  code,  UNESCO  insisted  that  the  music  of  both  East  and  West 
must  be  included.   In  accepting  this  obligation,  the  Consultant 
agreed  to  include  Eastern  music  in  his  Survey  so  far  as  is  possible 
within  the  limitations  of  time  and  conditions. 

Correspondence  with  authorities  in  Eastern  regions  has  disclosed  the 
absence  of  integrated  adaptations  of  the  braille  code  to  the  native 
musical  systems,  but  has  also  disclosed  the  encouraging  fact  that 
appreciable  efforts  are  being  made  to  effect  such  adaptations. 
Each  of  the  major  Eastern  regions — Turkey,  India,  China,  and  Japan — 
has  its  own  characteristic  native  music,  each  differing  therein 
from  the  other.   These  systems  bear  little  if  any  analogy  (except 
perhaos  in  Japan)  to  the  universal  Western  system.   Each  indigenous 
system  is  of  such  complexity  that  the  task  of  achieving  an  integrated 
adaptation  thereof  in  braille  would  require  years  of  arduous  labor 
if  expected  of  one  individual.   Obviously  this  task  cannot  be  the 
sole  responsibility  of  the  Consultant  but  must  be  left  largely 
to  local  workers  in  each  region.   The  Consultant  has  addressed  his 
efforts  to  the  encouragement  and  guidance  of  these  local  workers. 

The  Central  Braille  Music  Committee  of  India  is  in  the  process  of 
unifying  braille  adaptations  to  the  conflicting  musical  systems  of 
Northern  and  Southern  India,   The  results  of  this  Committee's  labors 
are  still  to  be  reported. 

In  Japan,  where  Western  music  is  widely  used,  the  problem  is  chiefly 
with  special  native  instruments.   Adaptations  of  symbols  for  these 
instruments  are  being  made  by  the  Eraille  Research  Committee  of  the 
Kinki  Education  Association  for  the  Blind, 

The  Consultant  is  in  communication  with  authorities  in  Turkey  and 
Pakistan,  with  promise  of  appreciable  progress  in  Turkey,  but  at 
the  time  of  this  writing  definite  information  cannot  be  given. 

Efforts  to  reach  Authorities  on  braille  music  in  the  Soviet  Union, 
Romania,  Bulgaria,  Poland,  Jugoslavia,  and  China  have  thus  far 
been  unavailing. 

As  regards  Eastern  music,  the  Consultant  recommends  that  the  Paris 
conference  should  endeavor  to  arrange  for  a  comprehensive  internation- 
al manual  of  braille  music,  this  manual  to  be  in  several  separately 
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printed  parts.   The  first  part  should  present  the  Western  code 
(including  the  symbols  for  the  native  Japanese  instruments). 
Other  separately  printed  sections  of  the  international  manual 
should  describe  respectively  the  adaptations  of  the  braille  system 
to  Indian,  Turkish,  and  other  native  systems  as  these  are  developed. 
This  plan  would  be  both  economical  and  practical.   Each  part  of  the 
manual,  being  complete  in  its  treatment  of  one  characteristic 
system,  would  serve  the  region  in  which  that  system  prevails.   On 
the  contrary,  if  all  major  systems  were  included  in  one  manual,  the 
satisfactory  completion  of  the  manual  would  be  delayed  indefinitely 
and  the  text  would  be  cumbersome,  involved,  and  inconvenient  to  use. 


8.    INTERNATIONAL  MANUAL  AND  AVOIDANCE  OF  DRASTIC  REFORM 

From  communications  thus  far  received  there  is  an  apparent  concensus 
of  views  (a)  that  all  countries  should  adopt  one  international 
manual,  and  (b)  that  drastic  reform  of  the  established  code  should 
be  avoided.   These  principles  were  recommended  in  the  Preliminary 
World  Survey  and  are  now  reaffirmed. 

The  conservative  principle  has  been  stated  most  clearly  and  briefly 
by  Mr.  John  Di  Biasio  of  Montreal1. 

"We  should  aim  as  much  as  possible  at  preserving  the  rules  and 
practices  already  internationally  established  unless  the  improve- 
ments are  very  important  and  obvious  &   This  is  to  avoid  too  great 
a  difference  between  music  printed  before  195^  and  that  printed 
afterward, " 

The  International  Notation  adopted  by  the  1929  Paris  Conference  on 
Braille  Music  has  been  made  the  basis  for  additions  and  revisions. 
All  proposals  are  being  designated  by  chrpter  and  paragraph 
numbers  of  the  1929  International  Notation,   This  plan  is  incor- 
porated in  the  series  of  communiques  described  in  this  Survey, 
Section  6,  Special  Pre-Conf erence  Procedure. 


9.    UNIVERSAL  CATALOGUING  AND  DISTRIBUTION 

Undoubtedly  the  most  enthusiastic  response  from  the  total  field 
has  been  Inspired  by  the  hope  of  international  cataloguing  of 
braille  music.   The  first  reward  for  co-operation  in  standardizing 
the  musical  code  will  be  the  availability  to  all  regions  both  of 
future  transcriptions  and.  of  the  vast  accumulation  of  existing 
transcriptions. 

Any  plan  for  the  cataloguing  and  distribution  of  braille  music  will 
necessarily  depend  on  the  financial  sponsorship  thereof.  There  are 
indications  that  such  sponsorship  is  possible. 

In  order  to  facilitate  the  inauguration  of  the  program,  the  first 
international  catalogue  should  list  only  the  works  of  world-renowned 
composers--sonatas ,  concertos,  suites,  masses,  orchestrations,  etc. 
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As  the  program  is  developed,  other  transcriptions  should  be  included, 

Printing  houses  producing  such  transcriptions  should  be  expected 
to  prepare  title  pages  in  full  spelling,  avoiding  the  use  of 
literary  abbreviations.   Also,  each  transcription  should  include 
an  inserted  sheet  bearing  a  brief  statement  of  the  method  employed 
and  the  direction  of  chord  reading. 

All  embossers  should  agree,  so  far  as  possible,  to  make  future 
transcriptions  in  the  universal  method  recommended  by  the  Paris 
conference  of  195^ i  especially  all  transcriptions  which  will  be  of 
international  value. 

It  is  recommended  that  the  conference  should  attempt  to  specify 
standard  measurements  for  the  braille  page  in  future  transcriptions. 


10.   METHODS  OF  WRITING  HARMONIZATIONS  IN  WESTERN  MUSIC 

In  the  Preliminary  World  Survey  the  several  major  patterns  of  setting 
out  music  on  the  braille  page  were  described  and  illustrated. 
Certain  minor  improvements  on  some  of  these  patterns  were  suggested. 

Ho7rever,  a  closer  analysis  of  patterns  reveals  that  fundamentally 
there  are  only  two  basic  principles,  namely,  Parallel  placement 
of  parts  and  Alternate  placement  of  parts.   In  vocal  music  either 
solo  or  ensemble  these  principles  are  also  effective  as  regards 
words  and  notes* 

In  parallel  placement  there  are  in  each  parallel  as  many  lines  as 
there  are  parts  (in  vocal  music  the  words  represent  a  line),  and 
this  pattern  has  the  validity  of  universal  practice  in  music  printed 
for  the  seeing  world.   In  braille  instrumental  music  this  principle 
is  embodied  in  "bar  over  bar,"  "count  over  count,"  and  "line  over 
line."   In  braille  vocal  music  it  is  embodied  in  "line  over  line" 
(voice  part  or  parts  over  words  or  vice  versa,  in  alternate  lines). 
The  parallel  principle  affords  the  reader  the  double  advantage  of 
reading  any  part  continuously  if  he  wishes  and  of  reading  all 
parts  together  at  any  point  for  their  correspondence  or  harmonization. 

In  variance  with  the  universal  principle  of  parallel  representation 
of  parts,  several  deviating  patterns  for  representing  parts  in 
alternation  have  been  developed;  in  fact,  they  constituted  the 
earlier  and  original  practice  in  braille*   These  several  patterns 
are:   alternation  of  parts,  note  by  note,  called  "Note  Alternation"; 
alternation  of  parts,  measure  by  measure,  called  "Bar  by  Bar"; 
alternation  of  parts,  segment  by  segment,  called  the  "Continental 
Style";  and  alternation  of  parts  in  their  entirety,  used  chiefly 
in  ensembles  for  group  reading. 

It  is  obvious  that,  in  these  patterns  of  alternation,  the  reader's 
difficulty  in  comprehending  quickly  the  correspondence  or  harmoni- 
zation of  parts  is  proportionately  increased  with  the  greater 
length  of  the  alternated  units  of  music;  and,  conversely,  it  is 
obvious  that  the  reader's  convenience  is  proportionately  increased 
with  the  lesser  length  of  the  alternated  units  * 
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Moat  braille  readers  are  agreed  that  "Note  Alternation"  is  a 
desirable  pattern  for  particular  passages  or  compositions  the 
nature  of  which  is  sheer  alternation.   However,  views  differ  almost 
equally  regarding  the  advantages  of  "bar  by  bar"  and  those  of  the 
"Continental  Style",  the  former  pattern  facilitates  the  correspondence 
of  parts  in  memorization,  and  the  latter  facilitates  continuous 
reading  of  any  part  by  the  blind  teacher. 

Since  it  is  now  the  Consultant's  obligation  to  express  his  conclusions 
regarding  patterns  for  use  in  Western  harmonization,  he  recommends 
the  following: 

1.  That  the  parallel  principle  be  chosen  for  the  universal 
method  to  be  designated  in  the  international  manual,  and  that  in 
this  method  the  reading  of  chords  should  be  downward  in  the  treble, 

2.  That  "Note  Alternation"  be  adopted  for  use  in  passages 
and  compositions  requiring  this  pattern. 

3.  That  "Bar  by  Bar"  and  the  short  segmented  "Continental 
Style"  be  described  in  the  international  manual  without  indications 
for  their  specific  use  and  without  reference  to  their  local 
preference  in  the  past,  but  with  the  addition  of  the  plan  of  bar- 
numbering. 

k,      That  all  patterns  should  include  indications  of  ink-print 
pagination. 

Fortunately,  pre-conf erence  committees  in  Germany,  Canada,  the 
United  States,  and  perhaps  elsewhere,  are  considering  the  problem 
of  determining  a  universal  pattern  and  are  p;iving  it  intensive  study 
and  research.   As  a  result,  helpful  analyses  and  suggestions  are 
likely  to  be  offered. 

However,  it  is  possible  to  report  several  facts  regarding  preference 
for  styles  which  have  already  come  to  light  through  communications 
received  by  the  Consultant  from  the  total  field,  as  follows: 

a)  Although  preference  is  usually  in  accord  with  local 
usage,  there  are  notable  exceptions  to  this  local  tendency. 

b)  In  only  one  major  region,  namely,  the  United  States,  has 
there  been  a  long  and  thoroughly  varied  experience  in  the  use  of 
all  styles.   A  poll  of  views  indicates  a  conclusive  preference  for 
the  parallel  principle — "bar  over  bar." 

c)  there  is  an  appreciable  trend  in  the  total  field  to  prefer 
"bar  over  bar"  for  primary  music. 

d)  There  is  little  support  for  the  theory  that  the  choice  of 
style  should  be  determined  by  the  limitations  of  stylus  writing. 
It  is  a  common  view  that  a  special  style  should  be  recommended  for 
stylus  writing. 

e)  There  is  notable  preference  for  a  flexible  use  of  all  major 
styles  according  to  the  nature  and  purpose  of  transcriptions;  and 
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in  this  regard  there  is  even  some  resentment  that  the  obvious 
advantages  of  any  style  should  "be  held  to  be  dispensable. 

f )   However,  there  is  an  appreciable  readiness  on  the  part  of 
the  total  field  to  endeavor  to  agree  on  a  universal  style  which 
can  be  recommended  for  future  transcriptions,  especially  for 
transcriptions  intended  for  international  cataloguing.   Such  a 
style,  recommended  in  the  international  manual,  would  enable 
unbiased  or  otherwise  uninstructed  transcribers  and  embossers  in 
future  years  to  proceed  with  certainty  and  confidence. 

A  personal  apology  must  here  be  offered  by  thje  Consultant.   His 
obligation  to  recommend  a  universal  style  for  harmonization  in 
Western  music  places  him  in  a  dilemma.   On  the  one   hand  he  is 
obligated  to  give  impartial  direction  to  the  total  field  toward  a 
choice  among  styles,  and  on  the  other  hand  he,  as  the  originator 
of  "bar  over  bar"  cannot  conceal  that  his  choice  was  made  many 
years  ago  through  systematic  research.   However,  he  will  not  permit 
his  personal  convictions  to  defeat  the  obligation  accepted  by  him 
in  his  assignment. 

The  following  frank  advice  must  be  offered  to  the  advocates  of  any 
particular  style:   If  international  cataloguing  is  established 
and  if  it  includes  transcriptions  already  made,  as  it  certainly 
should,  then  obviously  the  ultimate  choice  among  styles  will  be 
made  by  the  total  field  in  the  future.   Unfortunately,  the  danger 
and  difficulty  regarding  styles  is  the  absence  of  experience  in 
the  use  of  all  styles  in  most  areas  of  the  total  field. 

Finally  it  must  be  admitted  that  the  Preliminary  World  Survey 
greatly  over-emphasized  the  importance  of  styles,   This  was 
intended  as  a  means  for  opening  approaches  to  the  needs  of  all 
classes  of  music  and  musicians.   The  conferees  at  Paris  will  early 
realize  that  there  are  other  issues  of  great  importance,  namely, 
the  proper  editing  of  a  universal  manual,  the  treatment  of  Easte 
music  and  the  planning  of  international  cataloguing. 
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11.   INTERNATIONAL  CONFERENCE  ON  BRAILLE  MUSIC 

Three  international  organizations  are  the  sponsors  of  the  inter- 
national conference  on  braille  music  to  be  held  in  Paris,  July  22-30, 
195^: 

World  Council  for  the  Welfare  of  the  Blind;  Col.  E,  A.  Baker, 

Canadian  National  Institute  for  the  Blind,  President;  Eric  T. 
Boulter,  American  Foundation  for  Overseas  Blind,  Executive 
Secretary. 

World  Braille  Council;  Sir  Clutha  Mackenzie,  Chairman. 

UNESCO,  Department  of  Mass  Communication,  William  Farr,  Director; 
L.  W.  Ilodenberg,  Consultant. 
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On  October  8-9*  1953,  a  steering  committee,  representing  the 
sponsoring  organizations,  met  in  New  York.   The  committee  consisted 
of  Messrs.  Eric  T.  Boulter,  Clutha  Mackenzie,  and  L.  W.  Rodenberg. 
The  purposes  of  the  meeting  were  (l)  to  outline  a  plan  of  equitable 
representation  at  the  conference  from  the  several  major  countries 
and  regions  of  the  world,  and  (2)  to  prepare  general  agenda  for 
the  conference.   The  plan  for  representation  specified  fifteen 
countries  and  regions  to  send  a  total  of  approximately  twenty-nine 
delegates.   The  responsibility  for  issuing  official  invitations 
to  countries  and  regions  to  appoint  their  delegations  and  the 
responsibility  for  registering  and  directing  delegations  in  travel, 
etc.,  was  left  to  the  Executive  Secretary  of  the  World  Council  for 
the  Welfare  of  the  Blind,  lir.  Eric  T.  Boulter,  American  Foundation 
for  Overseas  Blind,  22  West  17th  Street,  New  York  11,  N.  Y. 

The  general  agenda  for  the  conference  on  music,  as  outlined  by  the 
steering  committee,  were  announced  both  in  the  official  invitation 
issued  by  Mr.  Boulter  on  December  9,  1953,  and  in  Communique  No.  1 
issued  by  the  Consultant. 
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Traduit  de  1*  anglais 

ORGANISATION  DES  NATIONS  UNIES 
POUR  L*  EDUCATION,   LA  SCIENCE  ET   LA  CULTURE 

LA  NOTATION  MUSICALS  BRAILLE  DANS  LE  MONDE 
ETUDE  FINALE 

par  L.W.  Rodenberg 
Merabre  du  Conseil  Mondial  du  Braille 
Consultant  de  l'Unesco  pour  la  notation  du  Braille  musical 
Illinois   School  for  the  Blind 
Jacksonville,    Illinois,  U.S.A. 
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I.  REMERCIEMEHTS. 


he  Consultant  pour   la  Musi que  aupres   du   Conseil  Mondial  du  Braille  tient  a 
exprimer  ici  ses  plus  vifs   remerciements  aux  personnalites  de   l'Unesco  et  de 
1' Organisation  mondiale  pour  la  protection  sociale   des  aveugles   pour  leur  appui 
genereux,  ainsi  qu'a  tous  ceux  qui  ont  bien  voulu  lui  apporter  leur  concours . 
Les  progres   reels   et  encourageants  obtenus  -tout   fragmentaires  et  incomplets 
qu'ils    soient—  nfont  pu  etre   acquis   que  grace  a  leur  aide   desinteressee. 

Ce  rapport  ne  presente  pas   de  propositions   dTordre   technique,  mais   relate 
les   differents   efforts   realises   en  vue  d'orienter  1T ensemble  des   specialistes 
dans  le  domaine  de  I 'unification  de   la  notation  musicale  Braille  vers  une 
facon  commune  de  resoudre  le  probleme. 

Le  30  decembre   1952,   le   Consultant  avait  accepte  une  premiere  tache  dont 
le  present  rapport  est  le  point  df about is sement,     Une  nouvelle  tache  vient  de  lui 
etre  confiee   s  celle  d'etre  le  repr6sentant  de  l'Unesco  lors  de  la  Conference 
internationale  sur  la  notation  musicale  Braille  qui  se  reunira  a  Paris  du  22  au 
30  Juillet  195^ 


2.     RESUME  DES  RESULTATS  OBTEMUS. 

D'apres   les  termes  de  son  premier  contrat,   le  Consultant  devait  rediger  une 
etude  mondiale  preliminaire  sur   la  notation  musicale  Braille.     Cette  tsiche   fut 
menee  a  bien  et  cette  etude  preliminaire  ainsi  qu*une  lettre  de  rapprochement 
explicative   furent  adressees   a  1* ensemble  des   personnes  ou  organismes   interesses, 
pendant  les  mois  de  Juillet  et   Aou*t,    1953. 

D'apres  les  termes  de  son  contrat,  le  Consultant  devait  entrer  en  rapport 
avec  les  autorites  mondiales  de  la  transcription  en  Braille  de  la  musique  pour 
reunir  et  confronter  leurs  points  de  vue,  Ce  qu'il  fit,  pour  autant  que  les 
circonstances  et  le  temps  le  lui  permirent.  Comme  on  le  verra  plus  loin,  des 
reponses  encourageantes  lui  parvinrent  dTun  certain  nombre  de  pays. 

D' apres   les  termes   de  son  contrat,   le  Consultant  devait  prendre  en 
consideration  les  besoins   et  les  problemes  de  1'ecriture  en  Braille  tant  de  la 
musique  orientale  que  de   la  musique   occidentale,  tant  de   la  musique  populaire, 
que  de   la  musique  classique.     Cfest  ce   qu*il  s'est  efforce  de   faire,   comme   on  le 
verra  plus   loin. 

D' apres  les  termes  de  son  contrat,   le   Consultant  devait  preparer  un 
systeme  do  notation  musicale   internationale  nouveau  et  complet  et.  donner  son 
opinion  sur  une  methode  universelle  de  disposition  de  l*ecriture  musicale  sur  la 
page  Braille.      II  no  put  realiser  cette  tsiche  dans   les   limites   de  temps   qui  lui 
etaicnt  imparties   et  ceci  pour  deux  raisons:   la  premiere,   parce-que  les  autres 
obligations  du  Consultant  ne   lui  ont  pas   ponaiB  d1 accomplir  une  entreprise  aussi 
vaste,   la  seconde,   parce-quTil  ne  disposait  pas  dfun  temps   suffisant  pour  obtenir 
des   reponses   de  tous    les    interesses. 

Enfin,    dT apres   les   termes  de  son  contrat,    le  Consultant  devait  soumettre  a. 
l'Unesco  une  etude  mondiale  definitive  et  y  joindre   des   recommandations.      D'apres 
les   resultats   de   cette   etude,   on  decide rait  si  une  conference  internationale 
dr exports   serait  necessaire  ct  realisable. 

Toutes   cos  obligations,   a  l'exception  de  la  derniere^. devaient  etre 
accomplies   a  la  date  du  31  Aout   I955»     La  derniere,  dr apres   les   termes   du 
contrat  "cerait  accomplie  des   qu'un  ensemble  suffisant  de   reponses  provenant 
des  autorites  en  matiero  do  musique  aurait  ete   reuni#n 
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3.     MODIFICATION  DTJ  PLAN  PREVU. 

A  peine   le   Consultant  sTetait-il  mis   au  travail,   au  debut  de   1953  >    qu*il 
apprit   quTil  etait  question  de   reunir  l?Assemblee  generale  do  V  Organisation 
mondiale  pour  la  protection  sociale  dcs  aveugles,   a  Paris,  au  mois  d!Aout  I95U* 
et  de  convoquer  un  peu  avant  une   conference   internationale  sur  la,  notation 
musicale  Braille.     Ces  plans  se  preciserent  a  la  suite  de  consultations  entre 
personnalites   de  1* Organisation  mondiale,   de   l'Unesco  et  de  Sir  Clutha  Mackenzie, 
President  du  Conseil  mondial  du  Braille.     Lors   de  sa  reunion  a  Come,   en  Italie, 
du  3  au  5  Aout  1953 j   ie  Comote  executif  de  1T Organisation  mondiale  prit  des 
dispositions  pour  la  reunion  de  l!Assemblee  generale  et  accepta  quo  l'Unesco  et 
1* Organisation  mondiale  patronnent  conjointement  la  conference  internationale  sur 
la  notation  mmsicale  en  Braille  que  lron  se  proposait  de  tenir.     En  co  qui 
concerne   cette  derniere,   le  Comite  executif  ne  mit  pas  en  doute  que  1* etude 
definitive  preparee  par  le  Consultant  y  serait  presentee  et  constituorait  un 
ordre  du  jour  technique. 

Ces  decisions,   qui  determinaient  la  date  de  la  conference  sur  la 
notation  musicale  en  Braille  et  la  preparation  de  son  ordre  du  jour,   assignerent 
une  nouvelle  tache  au  Consultant  et  lui  laisserent  encore  mo ins  de  temps  pour 
reunir  les  opinions  de  1.'  ensemble   des  personnes   interesseos. 

En  consequence,   le  Consultant  demanda  que  lfon  reportat  d*une  annee  la 
reunion  de  la  Conference  sur  la  musiquo  afin  de  lui  permettro  de  disposer  d'un 
laps  de  temps  supplementaire  pour  sa  preparation.     On  ne  put  acceder  a  sa 
demande  en  raison  de  la  question  du  patronage  de  cette  conference.     La 
Consultant  accepta  done  de  se  conformer  au  programme   qui  avait  ete  etabli. 

Afin  d'assurer  le  plus  grand  succes  possible  a  la  conference  sur  la 
notation  musicale  en  Braille,   le  Consultant  se  vit  oblige  d* adopter  un  plan 
special  qui  lui  permettrait  de  sf assurer  le  concours  maximum  des   interesses. 
Cc  plan  special  est  explique  ci-dessous.      La  documentation  technique   qui  a 
pu  etre  ainsi  recueillie  oonstituera  la  base  des  documents  de  travail  de  la 
Conference  de  Paris. 

k*     APPEL  A  UNE   COOPERATION  MONDIALE. 

La  lettre  de  rapprochement  et  1' etude  preliminairo,   adressees  a  la  totalite 
des  personnes   interesseos  en  Juillet  et  Aout  1^53 $    furent  reproduites   dans   des 
periodiques   canadiens,    fran^ais,  allomands,   suisses,   Rexicains,   argembins,   japonais 
et  nord-americains   et  peut-etre  dans   d*autres  pays.      II  ne  parvint  que   quolques 
reponses  officielles  aux  questions  posees  mais  un  cearfcain  nombre  de  pays  donnerent 
1' assurance  qufils  tiendraient   le  plus   grand  compte  des   questions   soulevees  par 
cette  etude.     Neanmoins,   on  regut  des   reponses  officieuses   emanant  de  music i ens 
qualifies  des  pays   suivants    :  Royaume-Uni,   Suede,  Autriche,    Italic,  Turquie, 
Inde,    Japon,    Houvelle-Zelando,  Australie,   Bresil,   Argentine,    Perou,  Uruguay, 
Union  Sud-Africaine,    Canada  et  Etats-Unis.      LTetude  preliminaire  a  e€e  diffusee 
dans  un  certain  nombre   de  pays   d'Amerique   latine   graco  a  l,obligoance  do  M. 
Alejandro  Meza  du  Mexique   qui  doit  nous    faire  parvenir  les   resultats. 

Dos   semaines,    des  mois   pasperent  avant  que   quelques   reponses   dispersees  ne 
parvinssent  au  Consultant.      Ces   reponses    revelaient  un  commun  desir  dTaboutir  a  un 
accord  international.     Une   intense  activite  de   la  part  des   comites    locaux  se 
manifesterent  au   Canada,   en  Allemagne,   en  Argentine,    au  Japon,   en  Inde  et  aux 
Etats-Unis,   pour  ne   citer  que   ceux  que  nous   connaissons.      II  devint  de  plus  en  plus 
evident  que  des  accords   de   la  plus   grande   importance  pourraient  etre   conclus. 
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$m      COMITi  CENTRAL  PREPARATOIRE. 

Lorsque   le   Consultant  apprit   qu'il  devait  presenter  a.  la   ConfSrence  sur  la 
notation  musicale  en  Braille  des   prepositions   d'ordre   technique,    il  nomma  pour 
1* aider  un  comite  de  trois   experts,    le   "  Comite   central  preparatoire".      Cos  trois 
experts  sont   : 

Theodore  Taferner,   ancien  professeur  de  musique   a.  lTInstitut  des   aveugles 
de  Hew  Yorkj 

Charles   J.   Beetz,    Directeur  de   la  musique,  Hew  York  Lighthouse   for  the 
Blind; 

John  Di  Biasio,  pianiste  et  soliste  de  Notre-Dame  de  la  Defense,  Montreal', 
lui-meme  assiste  de  deux  comites  formes  par  le  "Quebec  Braille  Musical  Society"  8 
le  "Pre-Conference  Commit  tee"   et  le  "Advisory  Committee". 

6.  PLAN  D 'ACTION  ADOPTE  PENDANT  LA  PERIODE  PREPARATOIRE. 

Lors  de   la  premiere   reunion  du  Comite  central  preparatoire  avec  le   Consul- 
tant qui  eut  lieu  a  New  York  le  5  decembre    1953*    il  -ut   decide  de  publier  une 
serie  de   communiques   a  1T intention  de  tous.     les    interesses,      Trois   ont  deja  ete 
envoyes   par  le   Consultant,    d'autres   suivront.      Chacun  de   ces  communiques   comprend 
des   suggestions   techniques   redigees   par  le   Comite  central  prepa.ratoire  soit  de 
son  propre   chef,    soit  d'apres   les   reponses   regues  de  lTensemble  des    interesses. 
Ces   communiques   sont  adresses  aux  delegues   a  la  Conference  de  Paris  deja  designee, 
ou  aux  organismes    responsables    qui  n'ont  pas   encore  norame  leurs  delegues. 

On  se  propose  ainsi    :    (l)   dT inciter  les   delegues   a  pfeparer  serieusement 
la  conference;    (2)    de   leur  fournir  matiere   a  echanges   de  vues  avec  d*autres 
experts   de   leurs   pays   respectifs;    (3)   de   faire  connaitre  au   Comite  central 
preparatoire  toute  opinion  et  proposition  dTordre  technique  prevalant  dans    chaque 
Pays;    (h)   de   recueillir   le  plus    grand  nombre   possible  de   sujets   de  discussions 
et  de  documents   de  travail  en  vue   de  la  future  conference.     Cette  methode  tend 
a  canaliser  vers    le  bureau  du  Consultant  autant  de  documentation  technique   que 
possible  avant  la  conference;    ceci  nTexclut  nullement  le  droit  de   chaque  dele- 
gation de  presenter  directement  a  la  conference   ses   opinions   et  ses  propositions 
d'ordre  technique.      Cette  methode  sera  suivie  jusquTa  un  mois   de   la  conference. 

7.  KUSTQUE  ORIENTALS. 

Des   la  mise   en  application  du  programme  pour  lTunif ication  de   la  notation 
musicale  en  Braille,    l'Unesco   insista  pour  que   l1 etude  portat  karrfc  sur  la  musique 
occidentale   que  sur  la  musique  orientale.      Le   Consultant,   en  acceptant  cette 
obligation,    fut  d'accord  pour  inclure   la  musique  orientale   dans   son  etude,  sous 
reserve  des    limites   de  temps   et  c"c  possibilites. 

Lfechange  de   correspondance  avec  les   autorites   des   regions  orientales  a 
revole   1* absence  d* adaptations    integrales  de   la  notation  Braille  aux  systemes 
musicaux  indigenes,  nais   aussi  le   fait  encouragoant   que  de   louables   efforts   sont 
actuellcmcnt  cntrcpris  pour  about ir  a  r*e  tellos  adaptations,    Che. cure  des  princi— 
pales    regions   oriontclos   -Turquiej    Inde,    Chine  et  Japon-  a  sa  propre  musique 
indigene  caracteristique,    difforente  des   autres.      Ces    systemes  nTont  que  tres 
pou  d^-nalcgies    (oxecpto  peut-ctrc  celui  du  Japon)  avec  le  systeme  occidental 
univorsel.      Chaquo   systeme   indigene  est  d'une  telle  complexite   que  pour  arriver 
a  une  adaptation  integrale  en  Braille  une   seule  pcrsonne   devrait  y  consacrer 
des   annees   do  travail  acharne.      Bien  evidemment  le  Consultant  soul  ne  peut 
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assumer  la  rosponsabilite  de  cetto  tache  qui  devrait  etro  entreprisc  par  les 
rcsponsablos  locaux  do  chaquo  region.   Le  Consultant  a  borne  ses  efforts  a 
encouragor  et  oriontor  1* action  de  ces  specialistes. 

En  Inde,  lo  Central  Braille  Music  Committee  of  India  est  en  train" 
dfunifier  les  adaptations  en  Braille  dos  systemes  musicaux  divergcnts  do 
l'Indc  septentrionale  et  de  l^nde  meridional©.  Les  resultats  du  travail  de  co 
Comite  no  sont  pas  encore  en  notre  possession. 

Au  Japon,  oil  la  musique  occidontale  est  tres  repandue,  le  problemo  concorno 
principal'emont  les  instruments  indigenes  specifiques.  Le  "Braille  Research 
Committee*1  do  la  "Kinki  Education  Association  for  the  Blind"  prepare  actuelloment 
1* adaptation  des  symboles  a  ces  instruments. 

Le  Consultant  est  en  rapport  avec  les  autorites  de  Turquie  et  du  Pakistan 
Des  progres  appreciables  peuvent  etre  esperes  en  Turquie,  mais  au  moment  ou 
parait  cette  etude,  des  renseignements  precis  ne  peuvent  encore  ctre  fournis. 

Des  efforts  pour  cntror  en  rapport  avec  les  autorites  de  la  notation 
musicale  en  Braille  en  Union  Sovietique,  Roumanie,  Bulgarie,  Pologne,  Yougoslavie 
et  Chine  ont  ete  jusqu'a  present  inoff  icaces . 

En  ce  qui  concerne  la  musique  orientale,  le  Consultant  recommande  que  la 
Conference  de  Paris  s1efforce  de  donner  des  directives  pour  la  redaction  d*un 
manuel  complet  sur  la  notation  intcrnationale  de  iba  musique  en  Braille,  manuel 
qui  serait  compose  do  plusieurs  parties  imprimees  cliacune  a  part*  La  premiere 
partie  decrirait  lo  code  occidental  (comprenant  les  symboles  destines  aux 
instruments  japonais  indigenes).  D'autres  sections,  imprimees  a  part,  decri~ 
raient  respectivement  les  adaptations  du  systeme  Braille  aux  sy&temes  indicn, 
turc  et  autres,  au  fur  et  a  mesure  qu'ils  se raient  adoptes,  Cette  maniere  de 
fa  ire  serait  a  la  fois  economique  et  pro.tique.   Chacune  dos  parties  du  manuel 
traitant  completement  un  des  systemes  caracteristiques,  serait  utilise©  dans 
la  region  ou  ce  systeme  prevaudrait#  Si  un  seul  manuel  traitait  de  tous  les 
systemes  principaux,  une  redaction  satisfaisante  ne  pourrait  etre  realisee  quo 
dans  des  delais  lointains  et  lo  texte  en  serait  confus,  ambigu  et  d*un  usage 
incommode. 

8.  LE  MANUEL  INTERNATIONAL  ET  LA  NECESSITE  D'EVITER  DES  C&WGEMENTS  RADICAUX. 

D*apres  les  informations  recueillies'  jusqu'a  present,  il  y  a  apparemmont 
identite  de  vues  sur  les  points  suivants  :  (a)  tous  les  pays  devraiont  adopter 
un  code  into  mat  ionalj  (b)  une  reforme  radical©  du  code  ctabli  devrait  ctre 
eviteo,   Ces  principes  ont  etc  poses  dans  1*  etude  prelitninairo  et  sont  affirmes 
a  nouveau  dans  cette  etude.  Le  principo  conservateur  a  ete  etabli  dtuno  fa9on 
claire  et  concise  par  M.  John  Di  Biasio,  de  Montreal,  dans  les  termes  suivantst 
"Nous  dovons  tendre  dans  lo.  mesure  du  possible  a  conservor  les  regies  et  usages 
into  mat  ionalcment  etablis  a  moins  que  les  ameliorations  ne  soicnt  importantes  et 
evidentes,  Coci  dans  le  but  d*6viter  une  difference  trop  sensible  entro  la 
musique  imprime©  avant  1954  c"t  cell©  imprimee  ensuitQ#n 

La  Notation  international©  adopteo  par  la  Conference  do  Paris  de  19^9  sur 
la  notation  de  la  musique  en  Braillo  constitue  la  base  de  tout  complement  et  do 
tout©  revision.  Toutes  les  nouvelles  propositions  so  refereront  aux  numeros  do 
chapitros  et  de  paragraphos  de  la  Notation  intornationalo  do  Ir29#  Cetto  methodo 
a  ete  adoptee  dans  la  serio  de  communiques  decrits  au  paragraphc  6# 
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9.  CLASSIFICATION  UNIVERSELLE  ET  DISTRIBUTION. 

L'espoir  de  voir  ctablir  un  catalogue  international  de  la  musique  en  Braille 
inspira  sans  aucun  doute  les  reponses  les  plus  enthousiastes. 

La  standardisation  dans  le  domain©  de  la  notation  musicale  en  Braille  aura 
pour  premiere  consequence  de  mettre  a  la  disposition  de  toutes  les  regions  aussi 
bien  les  transcriptions  futures  que  l'morme  quantite  de  transcriptions  deja 
disponibles. 

Tout  programme  de  classification  et  de  distribution  de  la  musique  en  Braille 
dependra  bien  evidemment  des  subventions  qui  lui  seront  accordees.  Nous  avons  de 
bonnes  raisons  de  croire  que  de  telles  subventions  pourraient  se  trouver. 

Afin  de  faciliter  la  mise  en  route  du  programme,  le  premier  catalogue  inter- 
national devrait  ne  comporter  que  des  oeuvres  de  compositeurs  de  renommee  mondiale 
(sonates,  concertos,  suites,  messes,  orchestrations,  etc.).  Au  fur  et  a  mesure 
du  developpement  du  programme,  d'autres  transcriptions  seraient  incorporees. 

Les  imprimeries  specialisees  dans  ces  sortes  de  transcriptions  devraiont 
preparer  les  pages  de  titre  en  toutes  lettres,  en  evitant  l'emploi  des  abrevia- 
tions  litteraires.  Toute  transcription  devrait  comprendre  egalement  une  feuille 
intercalaire  donnant  un  bref  rssume  de  la  methode  employee  et  du  sens  de  la 
lecture  des  accords. 

Tous  les  stereotypeurs  devraient  etre  d* accord,  dans  la  mesure  du  possible, 
pour  faire  les  futures  transcriptions  en  utilisant  la  methode  universelle  rocom- 
nandee  par  la  Conference  de  Paris  de  I95^4->  en  particulier  les  transcriptions  dTun 
interet  international, 

II  est  rccommande'  que  la  Conference  sTefforce  do  definir  les  dimensions 
standard  de  la  page  Braille  pour  les  transcriptions  futures. 

10.  METHODS  D'ECRITURE  DES  HARMON ISAT IONS  DANS  LA  I'USIQUE  OCCIDENTALE. 

Dans  1' etude  mondiale  preliminaire,  les  principaux  modes  de  disposition  sur 
la  page  Braille  ont  cte  decrits  et  illustres,   Des  ameliorations  mineures  de 
quelques  uns  de  ces  modes  ont  6te  suggereos*   Cependant,  une  analyse  plus  serree 
fait  apparaitre  qu' il  nTexiste  au  fond  que  deux  principes  de  base,  a  savoir, 
disposition  parallele  des  parties,  disposition  altera ep  des  paartics.  Dans  la 
musique  vocale,  quril  sTagisse  de  musique  pour  une  voix  ou  de  musique  drensemble, 
ces  principes  sont  ogalement  valables  en  ce  qui  concerne  les  paroles  et  les  notes. 

Dans  la  disposition  parallele,  il  y  a  dans  chaque  parallele  autant  de  lignes 
que  de  parties  (dans  la  musique  vocale  les  mots  emploient  une  ligne)  et  ce  type 
d!6criture  a  lTavantr.ge  de  se  conformer  a  la  pratique  universelle  de  notation 
musicale  pour  les  "voyants".   Dans  la  musique  Braille  instrumentale,  ce  principe 
ost  illustre  dans  les  modes  de  transcription  "mesure  sur  mesure",  "temps  sur 
temps"  ot  "ligno  sur  ligne".  Dans  la  musique  Braille  vocale,  il  l'est  dans  le 
"ligne  sur  ligne"  (partio  vocale  ou  parties  sur  mots  ou  vice-versa,  en  lignes 
altcrnees).  Le  principe  parallele  donne  au  lecteur  le  double  avantage  de  pouvoir 
lire  n'importe  quollo  partio  d'une  faqon  continue  s*il  le  desire  et  de  pouvoir 
rotrouver  a  n'importe  quel  endroit  la  correspondance  et  lfharmonisation  de 
toutos  les  parties. 
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En  contradiction  avec  lo  principo  universal  do  la  representation  parallelo 
des  parties,  se  developperent  plusieurs  types  derives  do  representation  altorneo 
des  parties.     En  fait,    ils   rejoignirent  la  pratique  primitive  do  transcription 
on  Braille.     Cos  differents  typos   sont   :   altemance  des  parties  note  par  noto, 
appeloo  "altcraanco' dos  notes";   altemance  des   parties  mesuro  par  mesure,   appelee 
"mesure  par  mesuro" j    altornance  des  part ios  phrase  par  phrase,   appelee  "modo 
Bontincntal";    altemance  des  parties  dans   lour  totalite,  utilisee  principalomont 
pour  la  lecture  en  groupe.  - 

II  est  evident  que  plus   l'unite  musicale  alternee  eora  longuo,   plus  le 
lecteur  eprouvera  de  difficultes   a  comprcndre  rapidemcnt  la  correspondance  ou 
liharmonisation  des  parties,      Invcrsement,    il  est  evident  que  plus   l'unitc 
musicale  alternee  sera  courte,   plus   le  lecteur  aura  de   facilites. 

La  plupart  des   lecteurs  Braille  sont  d' accord  sur  le  fait  que  1*  "alter- 
nanco des  notes"  est  un  type  souhaitablo  a  employer  pour  certains  passages  ou 
compositions  qui  sont  do  nature  purement  alternee. 

Cependant,    los  points  de  vue  different  dans   les  memes  proportions  en  oo 
qui  conceme  les  avantages  du  "mesuro  par  mesure"   et  ceux  du  "modo   continental", 
co  premier  typo  facilitant  la  memorisation  do  la  correspondance  des  parties, 
tandis  que   le  dernier  facilite   la  lecture  continue  de  n'importe  quelle  partie 
par  lo  profess eur  aveugle. 

Puisqu'il  ppparticnt  maintenant  au  Consultant  de  donner  ses  conclusions 
quant  a  1'emploi  des  differents  modes  do  disposition  'dans  l^armonisation 
occidental^,   il  formule  los   recommandations  suivantes: 

1.  Que  le  manuol  international  preconise   l^mploi  universol  de   la 
tro.nscription  parallele,   et  quo  dans   cette  mothodo   la  lecture  des  accords 
so  fasse  en  descendant  des  aigus. 

2.  Que   l'omploi  de  1*   "altemance  des  notes"   soit  adopte  dans   les 
vpas sages  et  compositions  exigeant  ce  modo  de  transcription, 

3«     Que  le  "mesuro  par  mesure"  et  le  "mode  continental"   sectionno  on 
courtes  phrases   soient  decrits  dans   le  manuel  international  sans   indication 
d'application  specifique  et  saris   reference  de  lieu  de  leur  emploi  dans   le 
passe,  mais  en  y  ajoutant  la  methode  de  la  numerotation  des  mesures, 

h*     Que  tous  les  modes  de  transcription  comportent  des   indications  do  la 
pagination  de  la  partition  en  noir. 

Fort  heureusement,  des   comitcs  preparatoires   constitucs   on  Allomagno,   au 
Canada,   aux  Etats-Unis,   pout-otre  memo  dans  d'autres  pays,   se  penchent  sur  le 
probleme  de  1* adoption  d'un  mode  universel  de  transcription  ct  se  livrent  a  dos 
etudos   ot  des   recherches  appro.fondios,      II   est  vraisemblable  que  de  preciousos 
analyses  et  suggestions  on  seront  le  resultat. 

Cependant,   d'apres  dos   reponsos   rocues  do   1' ensemble   des    intorcsses,    il 
est  dtga.  possible  dTindiquer  plusieurs   faits  se  rapportant  au  choix  de  certains 
modes  do  transcription  : 

avec      '     (a)  Bion  quo    les  preferences   pour  un  modo  donne   soient  general  omen  t  en  accord 
/Sausage  local,   on  relevo  des  exceptions  notables. 
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(b)  Dans  uno  scule  dos   grandos   regions,    lcs   Etats-Unis,  on  constate  l'habitude 
aoquiso  de  longue  date  dT employer  indifferemment  tous   les  nodes   de  disposition. 
Uhe  analyse  des   opinions   revele  rone  preference  marquee  pour  la  transcription 
parallele  "mesuro  sur  mesure". 

(c)  On  constate  dans   l1  ensemble  Time  tendance  sensible  a.  preferer  le  "mesure 
sur  mesure"   dans   la  transcription  de   la  musiquc   primaire. 

(d)  La  theorie  selon  laquelle   le  mode  du  choix  de  disposition  serait 
(sonditionne  par  les   limitations   de  1'ecriture  au  poingon  ne  rencontre  que  peu 
d'adeptes.     On  pense  generalemcnt  qufon  mode  special  devrait  etre  recommande 
pour  lTecriture  au  poingon. 

(e)  On  s'accordo  generalemcnt  a.  preconiser  un  usage  tres  souple  de  tous 

les  principaux  modes   suivant  la  nature  et  l'objet  des  transcriptions;    a.  cet  egard, 
on  peut  noter  la  tendance  suivant  laquelle  on  vorrait  avec  regret  les  avantages 
evidents   do  l'un  ou  l'autro  mode  de  disposition  tenus   pour  negligeables. 

(f)  Cependant,   1! ensemble  des   interesses  s'apprete  sans  aucun  doute  e     se 
mettre  dT accord  sur  un  mode  de  disposition  universel  qui  serait  preconise  pour 
les   futures   transcriptions,   surtout   celles   qui  devraicnt  figurer  au  catalogue 
international.     Un  tol  mode,   dont  le  manuel  international  rccommanderait  I'cnploi, 
permettrait  aux  trans cripteurs  et  stereotypeurs  non  prevenus   ou  qui  n'auraient 
pas   regu  des   instructions   contraires  de  fairo  a.  l'avenir  leur  travail  avec 
certitude  et  confiance. 

C'est  ici  quo   le  Consultant  se  doit  de  presenter  des   excuses.      Son  contrat 
qui  lui  impose  de  recommander  un  node  universel  pour  l'harmonisation  dans   la 
nusique  occidentale  le  place  devant  un  dilemme.     D*un  cote,   il  so  doit  dTorienter 
de  maniero  impartial e  V ensemble  des   interesses  vers   le  choix  d'un  mode  de 
disposition,   et  d'un  autre  cSte,   en  tant  que  promoteur  du  "mesure  sur  mesure",    il 
ne  peut  cacher  que  son  choix  a  ete   fait,    il  y  a  bien  des  annees,    a.  la  suite  de 
rechcrches   systematiques.     Cependant,   il  ne   laissera  pas   ses   convictions  person- 
nellos   le  detournor  des   obligations    qu* il  a  acceptees   en  signant  son  contrat. 

Voici  un  avis   sincere  adresse  aux  avocats  de  tel  ou  tel  mode  particulier: 
si  un  catalogue  international  devait  etre  ctabli  et  sril  compronait  les  trans- 
criptions  deja.  existantes  conne  il  le  devrait,    le  choix  final  dTun  mode  de 
transcription  se  ferait  a.  l'avenir  par  l'ensemble  des   interesses,     Malheureusement, 
1c  choix  d'un  mode  de  disposition  risque  de  ne  pas  etre  fait  a.  bon  escient  par 
manque  d' experience  dans   la  plupart  des   regions  de  l'cmploi  de  tous  les  differents 
styles. 

En fin,    il  faut  avouer  que   1' Etude  preliminaire  a  trop  mis   1' accent  sur 
1* importance  des  modes   de  disposition.     Elle  ne  visait  qu*a  provoquor  lf expression 
des  besoins  de  toutes   les  categories   de  musiques   et  de  musiciens.     La  Conference 
de  Paris  se   rendra  tres  vite  compte   qu'il  se  ppse  d'autres  problemes  de  grando 
importance,,  a  s avoir,  la  redaction  convenablo  d'un  manuel  universel,    le  cas   de  la 
nusique  orientale  et  la  preparation  d'un  catalogue   international. 
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11.      CONFERENCE   INTERNATIONALE  SUR  LA  NOTATION  MDSICALE  EN  BRAILLE. 

Trois  organisations   into  mat  ionales   sont  responsables  de  la  conference 
internationale  sur  la  notation  musicale  en  Braille  qui  so  reunira  a  Paris,   du 
22  &u  30  Juillet  195^.     Ce  sont   : 

L* Organisation  mondiale  pour  la  protection  sociale  des  aveugles. 
President   :   Col.  E.A.   Baker,   Canadian  National  Institute   for  tho  Blind; 
Secretaire  executif  :  Eric  T.  Boulter,  American  Foundation  for  Overseas  Blind. 

Le  Conseil  Mondial  du  Braille.   President  %   Sir  Clutha  Mackenzie. 

L^Unosco   t   Departement  de   1* Information  et  L.W.  Rodenborg,   Consultant. 

Les   8  et  9  octobre   1955*  u*1  comite  directeur,   represontant  les 
organisations   responsables  se  rounit  a  New  York.      II  comprenait   :     M.  Eric 
T.  Boulter,  Sir  Clutha  Mackenzie  et  M.  Rodenberg.     Le  comite  se  proposait  : 
(l)  de  prendre  toutes  dispositions  pour  quTune  representation  equitable  des 
rincipaux  pays  et  regions  du  monde  soit  assuree  a  la  conference  ot 
2)   de  preparer  un  ordre  du  jour  provisoire.      II  fut  prevu  quTuno  trentaine 
de  delegues  environ  devraient  representor  15  pays  et  regions  specif iques. 
La  responsabilite  d'inviter  officiellement  les  pays  et  regions  a  nommer  leurs 
delegations,   et  lf organisation  materielle,  correspondance,  voyages,   etc.   de 
la  conference  furent  confiees  au  Secretaire  executif  de  1* Organisation  mondiale 
pour  1ft  protection  sociale  des  aveugles,  Mr.  Eric  T.  Boulter,  American 
Foundation  for  Overseas  Blindj   22  West  17th  Street,   New  York,   11,   N.Y, 

L*ordre  du  jour  de  In   Conference  sur  la  mu^ique,   tel  qu*il  a  ete  etabli 
par  le   comite  directeur  fut  a  la  fois  joint  aux  invitations  officielles 
expedites  par  Mr,  Boulter  le  9  decembrc   1953  e"k  public  dans  le  communique  n*l 
expedie  par  le   Consultant. 


I 
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Distribution  limitee  Paris,    le   13  avril  l%h 

Traduit  de  1*  anglais 

ORGANISATION  DES  NATIONS  UNIES 
POUR  L»  EDUCATION,   LA  SCIENCE  ET   LA  CULTURE 

LA  NOTATION  MUSICALE  BRAILLE  DANS  LE  ^ONDE 
ETUDE  FINALE 

par'L.YT.  Rodenberg 
Membre  du  Conseil  Mondial  du  Braille 
Consultant  de  ltUnesco  pour  la  notation  du  Braille  musical 
Illinois   School  for  the  Blind 
Jacksonville,    Illinois,  U.S.A. 
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I.     REMERCIELIEITTS. 


Le  Consultant  pour   la  Musi  que   aupres   du  Conseil  Mondial  du  Braille  tient  a. 
exprimer  ici   ses   plus  vifs   remerciements   aux  personnalites  de   1'Unesco  et  de 
l1  Organisation  mondiale  pour  la  protection  sociale   des   aveugles   pour  leur  appui 
genereux,   ainsi  qu'a  tous   ceux  qui  ont  bien  voulu  lui  apporter  leur  concours . 
Les   progres   reels   et  encourageants  obtenus  -tout   fragmentaires   et  incomplets 
qu'ils    soient-  n'ont  pu  etre   acquis   que  gra^ce   a  leur  aide   desinteressee. 

Ce  rapport  ne  presente  pas   de  propositions   d'ordre   technique,  ma is   relate 
les   differents   efforts   realises  en  vue  d'orienter   l'ensemble  des   specialistes 
dans   le  domaine  de  1 ?unifi cation  de   la  notation  musicale  Braille  vers  une 
facon  commune  de   resoudre  le  probleme. 

Le  30  decembre    1952,    le   Consultant  avait  accepte  une  premiere  tache  dont 
le  present  rapport  est   le  point  dT about is sement.     Une  nouvelle  tache  vient  de  lui 
etre   confiee   :    celle  d'etre   le  representant  de   l'Unesco   lors   de   la  Conference 
Internationale   sur  la  notation  musicale  Braille  qui  se  reunira  a.  Paris  du  22  au 
30  Juillet  I95I+, 


2.     RESUME  DES  RESULTATS  OBTElnJS. 

D'apres   les   termes   de  son  premier  contrat,    le   Consultant  devait   rediger  une 
etude  .mondial e  preliminaire  sur   la  notation  musicale  Braille.      Cette  tache   fut 
menee   a  bien  et  cette  etude  preliminaira  ainsi  qu^une  lettre  de   rapprochement 
explicative   furent  adressees   a  l1 ensemble  des   personnes   ou  organismes   interesses, 
pendant  les  mois  de  Juillet  et  Aout,    1953 • 

DTapres   les  termes   de  son  contrat,   le  Consultant  devait  entrer  en  rapport 
avec   les   autorites  mondiales  de   la  transcription  en  Braille  de  la  musique  pour 
reunir  et  confronter  leurs   points   de  vue,      Ce  qu*il  fit,   pour  autant   que  les 
circonstances   et  le  temps   le   lui  permirent.      Comme   on  le  verra  plus   loin,    des 
reponsss   encourageantes   lui  parvinrent  dT,on  certain  nombre  de  pays. 

D* e.pres   les  termes   de  son  contrat,   le   Consultant  devait  prendre  en 
consideration  les  besoins   et  les   problemes  de   1'ecriture  en  Braille   tant  de  la 
musique  orientale  que  de   la  musique   occidentale,  tant  de   la  musique  populaire, 
que  de   la  musique  classique,      Cfest  ce   qu*il  sTest  efforce  de   faire,    comme   on  le 
verra  plus    loin. 

D'apres   les  termes  de  son  contrat,   le   Consultant  devait  preparer  un 
systeme  de  notation  musicale   Internationale  nouveau  et  complet  et   donner  son 
opinion  sur  une  methode  universelle  de  disposition  de  1'ecriture  musicale  sur  la 
page  Braille.      II  no  put  realiser  cette  tache  dans   les    limites   de  temps   qui  lui 
etaicnt   imparties   et  coci  pour  deux  raisons:    la  premiere,   parce-que   les  autres 
obligations  du  Consultant  ne   lui  ont  pas  permis  d'accomplir  une  entreprise  aussi 
vaste,    la  soconde,    pcrce-qu'il  ne  disposait  pas   dfun  temps   suffisant  pour  obtenir 
des   reponses   de  tous    les    interesses. 

Enfin,    dTapres   les   termes  de  son  contrat,    le  Consultant   devait  soumettre  a. 
l'Unesco  une  etude  mondiale  definitive  et  y  joindre   des   recommandations.      D'apres 
les    resultats    de   cette   etude,   on  deciderait  si  une  conference  Internationale 
d'exports   serait  necessaire  et  realisable. 

Toutos    cos   obligations,    a  l'exception  de   la  demiere,   devaient  etre 
accomplies   a  la  date   du  31  Aout   1953.      La  demiere,  d'apres    les   termes   du 
contrat  "serait  accomplie  des   qu'un  ensemble  suffisant  de   reponses   provenant 
des   autorites  en  matiero  de  musique  aurait  ete  reuni." 
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3«     MODIFICATION  DU  PLAN  PREVU. 

A  peine  le  Consultant  s,etait-il  mis  au  travail,  au  debut  de  1953 *   qu'il 
apprit  quTil  etait  question  de  reunir  l'Assemblee  generale  de  1* Organisation 
mondiale  pour  la  protection  sooiale   des   aveugles,   a.  Paris,   au  mois  d'Aout   195^-j 
et  de  oonvoquer  un  peu  avant  une  conference  into  mat  ionale  sur  la  notation 
musicale  Braille.     Ces  plans  se  preciserent  a  la  suite  de  consultations  entre 
personnalites  de  1' Organisation  mondiale,   de  l'Unesco  et  de  Sir  Clutha  Mackenzie, 
President  du  Conseil  mondial  du  Braille.      Lors   de  sa  reunion  a  Come,    en  Italie, 
du  3  au  5  Aout  1953 j   3i©  Comote  executif  de  1T Organisation  mondiale  prit  des 
dispositions  pour  la  reunion  de  l'Assemblee  generale  et  accepta  que  l'Unesco  et 
1' Organisation  mondiale  patronnent  conjointement  la  conference  internationale  sur 
la  notation  masicale  en  Braille  que  l'on  se  proposait  de  tenir.     En  ce  qui 
concerne   cette  derniere,   le  Comite  executif  ne  mit  pas  en  doute  que  1* etude 
definitive  preparee  par  le  Consultant  y  serait  presentee  et  constituerait  un 
ordre  du  jour  technique. 

Ces  decisions,   qui  determinaient  la  date  de  la  conference  sur  la 
notation  musicale  en  Braille  et  la  preparation  de  son  ordre  du  jour>   assignerent 
une  nouvelle  t&che  au  Consultant  et  lui  laisserent  encore  mo ins  de  temps  pour 
reunir  les  opinions   de   V  ensemble  des  personnes   interesseos. 

En  consequence,    le  Consultant  demanda  que  lron  reportat  d'une  annee  la 
reunion  de  la  Conference  sur  la  musiquo  afin  de  lui  permettro  de  disposer  dTun 
laps  de  temps  supplemental re  pour  sa  preparation.     On  no  put  acceder  a  sa 
demande  en  raison  de  la  question  du  patronage  de   cette  conference.     La 
Consultant  accepta  done  de  se  conformer  au  programme   qui  avait  ete  etabli. 

Afin  d'assurer  le  plus  grand  succes   possible  a  la  conference  sur  la 
notation  musicale  en  Braille,   le  Consultant  se  vit  oblige  d* adopter  un  plan 
special   qui  lui  permettrait  de  s 'assurer  le  concours  maximum  des   interosses. 
Cc  plan  special  est  explique  ci-dessous.      La  documentation  technique   qui  a 
pu  etre  ainsi  rccueillie  constituera  la  base  des  documents   de  tro-vail  de  la 
Conference  de  Paris. 

k*     APPEL  A  UNE   COOPERATION  MONDIALE. 

La  lettre  de  rapprochement  et  1' etude  preliminaire,  adressees  a  la  totalite 
des  personnes   interesseos  en  Juillet  et  Aout  I$53>   furent  reproduites  dans   des 
periodiques    canadiens,    frangais,  allomands,   suisses,    mexicains,   argentins,    japonais 
et  nord-americains  et  peut-etre  dans   d'autres  pays,      II  ne  parvint  que   quelques 
reponses  officielles  aux  questions  posees  mais  un  certain  nombre  de  pays  donnercnt 
1* assurance  qu'ils  tiendraient   le  plus   grand  compte  des   questions   soulevees  par 
cette  etude.     Neanmoins,   on  regut  des   reponses  officieuses   emanant  do  music iens 
qualifies  des   pays   suivants    :  Royaume-Uni,    Suede,   Autriche,    Italie,   Turquie, 
Inde,   Japon,    Fouvelle-Zelande,   Australie,   Bresil,   Argentine,    Perou,  Uruguay, 
Union  Sud-Africaine,    Canada  et  Etats-Unis.      L'etude  preliminaire  a  e^e  diffusee 
dans  un  certain  nombre  de  pays   d'Amerique   latine  graco  a  l'obligeance  de  M. 
Alejandro  Meza  du  Ifexique  qui  doit  nous   faire  parvenir  les   resultats. 

Des   semaines,   des  mois   pasperent  avant  que   quelques   reponses   dispersees  ne 
parvinssent  au  Consultant.      Ces   reponses    revelaient  un  coramun  desir  d'aboutir  a  un 
accord  international.     Une  intense  activite  de   la  part  des   comite s   locaux  se 
manifesterent  au   Canada,   en  Allemagne,   en  Argentine,    au  Japon,   en   Inde  et  aux 
Etats-Unis,   pour  ne   citer  que   ceux  que  nous   connaissons,      II  devint  de  plus  en  plus 
evident   que  des  accords   de   la  plus   grande   importance  pourraient  etre   conclus. 
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5.  COMITl  CENTRAL  PREPARATOIRE. 

Lorsque   le   Consultant  apprit   qu'il  devait  presenter  a.  la   ConfSrence  sur  la 
notation  musicale  en  Braille  des   propositions   d'ordre  technixjue,    il  nomma  pour 
1' aider  un  comite  de  trois   experts,    lo   "Comite  central  preparatoire".      Cos  trois 
experts   sont   j 

Theodore  Taferner,   ancien  professeur  de  musique   a.  l'Institut  des   aveuglos 
de  New  York; 

Charles   J.   Beetz,    Directeur  de   la  musique,  New  York  Lighthouse   for  the 
Blind; 

John  Di  Biasio,  pianiste  et  soliste  de  Notre-Dame  de  la  Defense,  Montreal', 
lui-meme  assiste  de  deux  comites  formes  par  le  "Quebec  Braille  Musical  Society*! 
le  "Pre-Conference  Committee5'   et  le  "Advisory  Committee". 

6.  PLAN1  DUCTION  ADOPTE  PENDANT  LA  PERIODE  PREPARATOIRE. 

Lors  de   la  premiere  reunion  du  Comite  central  preparatoire  avec  le   Consuls 
tant  qui  eut  lieu  a  Hew  York  le  5  decembre   1953*    H  fut   decide  de  publier  une 
serie  de   communiques   a  1' intention  do  tous     les    interesses.      Trois   ont  deja  ete 
envoyes   par  le   Consultant,   d'autres   suivront.      Chacun  de   ces   communiques   comprend 
des   suggestions 'techniques   redigees   par  le   Comite  central  preparatoire  soit  de 
son  propre   chef,    soit  d'apres    les   reponses   recues  de   l'ensemble  des    interesses. 
Cos   communiques   sont  adresses   aux  delegues   a  la  Conference  de  Paris  deja  designee, 
ou  aux  organismes   responsables    qui  n'ont  pas   encore  norame   leurs  delegues. 

On  se  propose  ainsi    :    (l)   dT inciter  les   delegues   a  pfeparer  serieusement 
la  conference;    \2)    de   leur  fournir  mat i ere   a  e changes   de  vues  avec  d'autres 
experts   de   leurs  pays   respectifs;    (3)   de   faire  connaitre  au   Comite  central 
preparatoire  toute  opinion  et  proposition  dTordre  technique  prevalant  da.ns    chaque 
pays;    (h)   de   recueillir   le  plus    grand  nombre  possible  de   sujets  de  discussions 
et  de  documents   de  travail  en  vue   de  la  future  conference,      Cette  methode  tend 
a  canaliser  vers    le  bureau  du  Consultant  autant  de  documentation  technique   que 
possible  avant  la  conference;    ceci  n'exclut  nullement   le  droit  de   chaque  dele- 
gation de  presenter  directement  a  la  conference  ses   opinions   et   ses   propositions 
d'ordre  technique.      Cette  methode  sera  suivio   jusqu'll  un  mois   de   la  conference. 

7.  MUSIQUE  ORIENTALE. 

Des  la  mise  en  application  du  programme  pour  lTunif ication  de  la  notation 
musicale  en  Braille,  l'Uncsco  insista  pour  que  1* etude  porta't  tant  sur  la  musiqu© 
occidentale  que  sur  la  musiquo  orientalo.   Le  Consultant,  en  acceptant  cette 
obligation,  fut  d 'accord  pour  inclure  la  musique  orientale  dans  son  etude,  sous 
rescrvo  des  limites  do  temps  et  de  possibilites. 

L'echange  do  correspondance  avec  les  autorites  des  regions  orientales  a 
revclo  1 'absence  d' adaptations  integrales  de  la  notation  Braille  aux  systemes 
musicaux  indigenes,  mais  aussi  le  fait  encouragcant  que  de  louables  efforts  sont 
actuellcmont  cntropric  pour  about ir  a  d£  telles  adaptations.  01v\  cure  des  princi- 
pals regions  orientales  -Turquiej  Inde,  Chine  et  Japon-  a  sa  propre  musique 
indigene  caracteristiquc,  diff Bronte  des  autros.   Ces  systemes  n'ont  que  tres 
peu  dT analogies  (execpte  peut-etrc  celui  du  Japon)  avec  le  systeme  occidental 
univorsel.   Chaque  systeme  indigene  est  d'uno  telle  complexite  que  pour  arriver 
&  une  adaptation  integrale  en  Braillo  unc  seulc  porsonne  dovrait  y  consacrer 
des  amioes  do  travail  acharne,,   Bicn  evidemment  lo  Consultant  soul  ne  peut 
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assumer  la  responsabilite  de  cetto  tache  qui  devrait  etre  entreprisc  par  les 
responsablos  locaux  do  cheque  region.   Le  Consultant  a  borne  s-es  efforts  a 
encourager  et  oriontor  l*aotion  do  ces  specialistes. 

En  Inde,  lo  Central  Braille  Music  Committee  of  India  est  en  train 
d'unifior  les  adaptations  en  Braille  dos  systemes  musicaux  divorgents  de 
l'Indo  septentrionale  et  de  l^nde  meridional©,  Les  resultats  du  travail  do  ce 
Comite  ne  sont  pas  encore  en  notre  possession. 

Au  Japon,  ou  la  musique  occidentale  est  tres  repandue,  lo  probleme  concorne 
principalement  les  instruments  indigenes  specif iques,  Le  "Braille  Research 
Comnittee"  do  la  "Kinki  Education  Association  for  the  Blind"  prepare  actuellement 
1' adaptation  des  symboles  a  ces  instruments. 

Lo  Consultant  est  en  rapport  avec  les  autorites  de  Turquie  ct  du  Pakistan 
Des  progres  appreciables  peuvent  etre  esperes  en  Turquie,  mais  au  moment  ou 
parait  cette  etude,  des  renseignements  precis  ne  peuvent  encore  etre  fournis. 

Des  efforts  pour  cntrer  en  rapport  avec  les  autorites  do  la  notation 
musicale  en  Braille  en  Union  Sovietique,  Roumanie,  Bulgario,  Pologne,  Yougoslavie 
et  Chine  ont  ete  jusquTa  present  inof f icaces . 

En  ce  qui  concerne  la  musique  orientale,  le  Consultant  recommande  que  la 
Conference  de  Paris  s*efforce  de  donner  des  directives  pour  la  redaction  d*un 
manuel  complet  sur  la  notation  intcrnationale  de  &a  musique  en  Braille,  manuel 
qui  serait  compose  do  plusieurs  parties  imprimees  chacune  a  part.  La  premiere 
partie  decrirait  lo  code  occidental  (comprenant  les  syrnboles  destines 'aux 
instruments  japonais  indigenes),  DTautres  sections,  imprimees  a  part,  decri~ 
raicnt  res poet ivement  les  adaptations  du  systemc  Braille  aux  systemes  indien, 
turc  et  autres,  au  fur  et  a  mesure  qu'ils  seraient  adoptes.   Cette  maniere  de 
faire  serait  a  la  fois  economique  ot  pratique.   Chacune  des  parties  du  manuel 
traitant  completement  un  des  systemes  caracteristiques,  serait  utiliseo  dans 
la  region  ou  ce  systeme  prcvaudrait.  Si  un  seul  manuel  trait ait  de  tous  les 
systemes  principaux,  une  redaction  satis faisante  ne  pourrait  etre  realisee  que 
dans  dos  delais  lointains  et  le  texte  en  serait  confus,  ambigu  et  dTun  usage 
incommode. 

8.  LE  MANUEL  nJTERKATIONAL  ET  LA  NECESSITE  D'EVITER  DES  CRUJGEI'iELITS  RADICAUX. 

D*apres  les  informations  recueillies'  jusquTa  present,  il  y  a  apparemment 
identite  de  vues  sur  les  points  suivants  :  (a)  tous  les  pays  devraient  adopter 
un  code  international;  (b)  une  re forme  radicale  du  code  etabli  devrait  etre 
evitee,   Cos  principes  ont  ete  poses  dans  lf etude  preliminaire  ct  sont  affirmes 
a  nouveau  dans  cette  etude.  Le  principe  conservatour  a  ete  etabli  d'uno  fagon 
claire  et  concise  par  M.  John  Di  Biasio,  de  Montreal,  dans  les  termes  suivants* 
"Nous  dovons  tendre  dans  la  mesure  du  possible  a  oonserver  les  regies  et  usages 
into  mat  ionalcment  etablis  a  moins  que  les  ameliorations  ne  soicnt  importantos  ot 
ovidentos,   Ceci  dans  le  but  d,evitor  uno  difference  trop  sensible  entro  la 
musiquo  imprimeo  avant  I95U   ct  cello  imprimee  cnsuite#n 

La  Notation  internationalo  adoptee  par  la  Conference  do  Paris  de  19^9  sur 
la  notation  do  la  musique  en  Braille  constituo  la  base  do  tout  complement  et  do 
touto  revision,  Toutes  les  nouvelles  propositions  so  referoront  aux  numeros  do 
chapitros  et  do  paragraphes  de  la  Notation  internationalo  de  I'~29#   Cette  methode 
"a  ete  adoptee  dans  la  serie  do  communiques  decrits  au  paragraphc  6# 
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9.  CLASSIFICATION  UNIVERSELLE  ET  DISTRIBUTION. 

L'espoir  do  voir  etablir  un  catalogue  international  de  la  musique  en  Braille 
inspira  sans  aucun  doute  les  reponses  los  plus  enthousiastes. 

La  standardisation  dans   le  domaine  de   la  notation  musicalo  en  Braille  aura 
pour  premiere   consequence  de  mcttre   a  la  disposition  de  toutes   les    regions   aussi 
bien  les   transcriptions   futures    que   l*nnorme   quantitc  de  transcriptions   deja 
disponibles. 

Tout  programme  de  classification  et  de  distribution  de  la  musique  en  Braille 
dependra  bien  evidemment  des  subventions  qui  lui  seront  accordees.  Nous  avons  de 
bonnes    raisons   de   croire  que  de  telles   subventions   pourraient  se  trouver. 

Afin  de   faciliter   la  mise  en  route  du  programme,    le  premier  catalogue   inter- 
national devrait  ne   comporter  que   des   oeuvres  de  compositeurs   de   renommee  mondiale 
(sonates,    concertos,    suites,   messes,    orchestrations,    etc.).     Au  fur  et   a  mesure 
du  developpcment   du  programme,   d'autres   transcriptions   seraient  incorporees. 

Les   imprimeries   specialises  dans   ces   sortes  do  transcriptions  devraiont 
preparer  les   pages   de  titre  en  toutes   lettres,   en  evitant  l'cmploi  des  abrevia- 
tions   litteraires.      Touto  transcription  devrait  comprendre   egalement  une   feuille 
intercalaire  dormant  un  bref  resume  de   la  methode  employee  ot  du  sens   de  la 
lecture  des   accords. 

Tous   les   stereotypeurs  devraient  etre  dT accord,   dans   la  mesure  du  possible, 
pour  faire  les    futures   transcriptions   en  utilisant  la  methode  universelle   rocom- 
mandee  par  la   Conference  de   Paris  de   1954,   en  particulier  les   transcriptions  d*un 
interet  international, 

II  est  recemmande  que   la  Conference  s'efforce   do  definir  les   dimensions 
standard  de  la  page  Braille  pour  les  transcriptions  futures, 

10,  METHCOES  D'ECRITURE  DES  HARMON ISAT IONS  DANS   LA  LIUSIQUE  OCCIDENTALE, 

Dans    1* etude  mondiale  preliminaire,    les   principaux  modes   de  disposition  sur 
la  page  Braille  ont  ete  decrits   et  illustres,      Des   ameliorations  mineures   de 
quelques  uns   de   ces  modes  ont  ete  suggerees,      Cependant,   une   analyse  plus   serree 
fait  apparaitre  quT il  nTexiste  au  fond  que  deux  principes  de  base,   a  savoir, 
disposition  parallele  des   parties,  disposition  altemee  des  parties.  Dans   la 
musique  vocale,   qufil  s^gisse  dc  musique  pour  une  voix  ou  de  musique  d'ensemble, 
ces  principes   sont  egalement  valables  en  ce  qui  concerne  les  paroles  et  les  notes, 

Dans    la  disposition  parallele,    il  y  a  dans   chaque  parallele   autant  de   lignes 
que  de  parties    (dans    la  musique  vocale  les  mots  emploient  une   ligne)   et  ce  type 
d!ucriture  a   l'avantrge  de   se   conformer  a  la  pratique   universelle  do  notation 
musicale  pour   les    "voyants".      Dans   la  musique  Braille  instrumentale,    ce  principe 
est  illustre  dans    les  modes   de  transcription  "mesure   sur  mesure",   "temps   sur 
temps"   ot  "ligne   sur  ligne".      Dans   la  musique  Braille  vocale,    il  l'est  dans   le 
"ligne   sur  ligne"      (partie  vocale  ou  parties   sur  mots   ou  vice-versa,   en  lignes 
altcrnecs).     Le  principe  parallele  donnc   au  lecteur  le  double   avantage  de  pouvoir 
lire  n,importc   quollo  partie  d'une  facon  continue  s*il  le  desire  et  de  pouvoir 
rotrouver  a  n'importc  quel  endroit  la  correspondance  et  l'harmonisation  de 
toutos    les  parties. 
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En  contradiction  avec  le  principo  universal  do  la  representation  parallele 
dos  parties,  se  developperont  plusieurs  typos  derives  do  representation  alternee 
des  parties.  En  fait,  ils  rejoignirent  la  pratique  primitive  de  transcription 
en  Braille.  Ces  differents  typos  sont  t   alternance  des  parties  note  par  note, 
appeleo  "alternance  dos  notes";  alternance  des  parties  mesuro  par  mesuro,  appelee 
"mesuro  par  mesuro";  alternance  des  parties  phrase  par  phrase,  appeleo  "mode 
continental";  alternance  des  parties  dans  lour  totalite,  utilisee  principaloment 
pour  la  lecture  en  groupe. 

II  est  evident  que  plus  l,unit^  musicale  alternee  eora  longue,  plus  le 
lecteur  eprouvera  de  difficultes  a  comprondre  rapidement  la  correspondance  ou 
l'harmonisation  des  part ios .   Invers ement ,  il  est  evident  quo  plus  l'unitc 
musicale  alternee  sera  courto,  plus  le  lecteur  aura  do  faoilites. 

La  plupart  des  lecteurs  Braille  sont  d* accord  sur  le  fait  quo  1*  "alter** 
nance  des  notes"  est  un  type  souhaitable  a  employer  pour  certains  passages  ou 
compositions  qui  sont  de  nature  purement  alternee. 

Cepondant,  los  points  de  vue  different  dans  les  memes  proportions  en  co 
qui  concerne  les  avantages  du  "mesuro  par  mesure"  et  ceux  du  "mode  continental", 
co  premier  typo  facilitant  la  memorisation  do  la  correspondance  des  parties, 
tandis  quo  le  dernier  facilite  la  lecture  continue  de  n,importe  quelle  partie 
par  lo  profosseur  aveugle. 

Puisqufil  pppartient  maintenant  au  Consultant  de  dormer  ses  conclusions 
quant  a  l'pmploi  des  differents  modes  de  disposition 'dans  ^harmonisation 
occidentale,  il  formule  les  re commendations  suivantes? 

1#  Que  le  manuel  international  preconise  Vcmploi  univorsol  do  la 
transcription  parallele,  et  quo  dans  cette  mothodo  la  lecture  des  accords 
so  fasse  en  descendant  dos  aigu's, 

2.  Que  lfemploi  de  lf  "alternance  dos  notes"  soit  adopte  dans  los 
passages  et  compositions  exigeant  ce  modo  de  transcription. 

3«  Quo  le  "mesuro  par  mesure"  et  le  "mode  continental"  sectionne  on 
courtes  phrases  soient  decrits  dans  le  manuel  international  sans  indication 
d'application  specifique  et  sans  reference  de  lieu  de  leur  emploi  dans  le 
passe,  mais'en  y  ajoutant  la  methodo  de  la  numerotation  des  mesures. 

h*     Que  tous  les  modes  de  transcription  comportent  des  indications  do  la 
pagination  de  la  partition  en  noir. 

Port  heureusement,  des  comitcs  preparatoiros  constitues  on  Allomagne,  au 
Canada,  aux  Etats-Unis,  peut-$tre  memo  dans  d'autres  pays,  so  penchent  sur  lo 
probleme  de  1' adoption  d'un  mode  universel  de  transcription  et  so  livrent  a  dos 
etudes  et  des  rechorches  appro fondies.   II  est  vraisemblable  que  do  precicusos 
analyses  et  suggestions  on  seront  le  rosultat. 

Copendant,  d'apres  dos  reponses  recues  do  ltensemblo  des  intercsses,  il 
est  deja  possible  d,indiquer  plusiours  faits  so  rapportant  au  choix  de  cortains 
modos  do  transcription  t 

avec    (a)  Bion  quo  bs  preferences  pour  un  mode  donne  soiont  gonoralement  en  accord 
A'usago  local,  on  rolevo  des  exceptions  notables. 
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(b)  Dans  unc  scule  des   grandes   regions,    lcs  Etats-Unis,  on  constate  Phabitudo 
acquiso  do  longuc  date  d* employer  indifferemmont  tous   les  modos  do  disposition. 
Une  analyse  des  opinions   revele  une  preference  marquee  pour  la  transcription 
parallele  "mesure  sur  mesure". 

(c)  On  constate  dans   ^ensemble  tine  tendance  sonsible  a  preferor  le  "mesuro 
sur  mesure"  dans  la  transcription  de  la  musiquc  primaire. 

(d)  La  theorie  selon  laquelle  le  node  du  choix  de  disposition  serait 
CDonditionne  par  les   limitations  do  l^criture  au  poin<jon  ne  rencontre  que  peu 
d*adeptes.     On  penso  generalement  qu,on  mode  special  devrait  etre  rocomrnande 
pour  l*6criture  au  poincon. 

(e)  On  s'accordo  generalement  a  preconiser  un  usage  tres  souple  de  tous 

les  principaux  modes  suivant  la  nature  et  l'objet  des  transcriptions;  a  cet  egard, 
on  peut  noter  la  tendance  suivant  laquelle  on  vorrait  avec  regret  les  avantages 
evidents  de  l*un  ou  l'autrc  mode  de  disposition  tenus  pour  negligeables . 

(f)  Cependant,   1* ensemble  des   interesses  s*approte  sans  aucun  doute  e     se 
mettro  d'accord  sur  un  mode  de  disposition  universel  qui  serait  preconise  pour 
les  futures  transcriptions,   surtout  celles  qui  devraicnt  figurer  au  catalogue 
international.     Un  tol  mode,   dont  le  manuel  international  rccomnanderait  l'omploi, 
permettrait  aux  trans crip teurs  et  stereotypeurs  non  prevenus   ou  qui  n'auraient 
pas   recu  des   instructions  contraires  de  faire  a  l'avenir  leur  travail  avec 
certitude  et  confiance. 

C'est  ici  que   le  Consultant  se  doit  de  presenter  des  excuses.     Son  contrat 
qui  lui  impose  de  recommander  un  mode  universel  pour  l'harmonisation  dans   la 
musiquo  occidentale  le  place  devant  un  dileme,     Drun  cote,  il  se  doit  d'orienter 
de  maniere  iiapartiale  1* ensemble  des   interesses  vers   le  choix  d'un  mode  de 
disposition,   et  d'un  autre  cSte,   en  tant  que  promoteur  du  "inesure  sur  mesuro",   il 
ne  peut  cacher  que  son  choix  a  ete   fait,    il  y  a  bien  des  annees,   a  la  suite  de 
recherches  systematiques,     Cependant,   il  ne  laissera  pas  ses  convictions  person- 
nelles   le  detournor  des  obligations   qu*il  a  acceptees  en  signant  son  contrat. 

Voici  un  avis  sincere  adresse  aux  avocats  de  tel  ou  tel  mode  particuliert 
si  un  catalogue   international  devait  otre  ctabli  ot  s*il  comprenait  les  trans- 
criptions  deja  existantos   commo  il  le  devrait,   le  choix  final  drun  mode  de 
transcription  se  ferait  a  l'avenir  par  1' ensemble  des   interesses.     Malheureusement, 
le  choix  dTun  mode  de  disposition  risque  de  ne  pas  etre  fait  a  bon  escient  par 
manque  d* experience  dans   la  plupart  des  regions  de  l'emploi  de  tous  les  differents 
styles. 

Enfin,    il  faut  r.vouer  que  1* Etude  preliminaire  a  trop  mis   lr  accent  sur 
l1 importance  des  modes   de  disposition.     Elle  ne  vis ait  qura  provoquer  1* expression 
des  besoins  de  toutes   les  categories  de  musiques  et  de  music iens.     La  Conference 
de  Paris  se  rendra  tres  vite  compte  qu'il  se  pose  d'autres  problemes  de  grande 
importance,   a  s avoir,  la  redaction  convenable  dTun  manuel  universel,   le  cas   de  la 
musique  oricntale  et  la  preparation  d'un  catalogue  international. 
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11.   CONFERENCE  INTERNATIONALE  SUR  LA  NOTATION  MUSICALE  EN  BRAILLE. 

Trois  organisations  Internationales  sont  responsablos  do  la  conference 
internationalo  sur  la  notation  musicale  en  Braillo  qui  so  reunira  a  Paris,  du 
22  au  30  Juillet  I9&.  Ce  sont  j 

L'Organisation  mondiale  pour  la  protection  sociale  des  aveugles. 
President  :  Col.  E.A.  Baker,  Canadian  National  Institute  for  tho  Blind; 
Secretaire  executif  :  Eric  T.  Boulter,  American  Foundation  "or  Overseas  Blind. 

Le  Conseil  Mondial  du  Braille.  President  :  Sir  Clutha  Mackenzie. 

L*Unesco  :  Departement  de  1' Information  et  L.W.  Rodenberg,  Consultant. 

Lcs  8  et  9  octobre  1953*  u*1  comite  directeur,  represontant  les 
organisations  responsablos  se  reunit  a  New  York.   II  comprenait  :  M.  Eric 
T.  Boulter,  Sir  Clutha  Mackenzie  et  M.  Rodenberg.   Le  comite  se  proposait  : 

(1)  de  prendre  toutos  dispositions  pour  qu'une  representation  equitable  des 
principaux  pays  et  regions  du  monde  soit  assuree  a  la  conference  et 

(2)  de  preparer  un  ordre  du  jour  provisoire,   II  fut  prevu  qu'une  trentaine 
de  delcgues  environ  devraient  reprcsenter  15  pays  et  regions  specifiques. 

La  re s pons abi lite  d*inviter  off iciollement  les  pays  et  regions  a  nommer  leurs 
delegations,  et  1' organisation  materiollo,  corrospondance,  voyages,  etc,  de 
la  conference  furent  confines  au  Secretaire  executif  do  1T Organisation  mondiale 
pour  la  protection  sociale  des  aveugles,  Mr,  Eric  T,  Boulter,  American 
Foundation  for  Overseas  Blind;  22  West  17th  Street,  New  York,  11,  N.Y. 

L* ordre  du  jour  de  1*»  Conference  sur  la  muriquo,  tel  qu'il  a  ete  etabli 
par  le  comite  directeur  fut  a  la  fois  joint  aux  invitations  officielles 
expedites  par  Mr.  Boulter  le  9  decembre  1953  e"t  publie  dans  le  communique  n*l 
expedie  par  le  Consultant, 
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A  complete  roster  of  delegates  and  observers  who  participated  in  the 
195^-  international  conference  on  braille  music  is  attached  to  this 
report.   They  represented  19  countries  or  areas.   This  was  the  largest 
convocation  of  its  kind  ever  assembled. 

Fourteen  countries  or  areas  each  sent  one  delegate,  namely;  Argentina, 
Belgium,  Brazil,  Canada,  Greece,  Holland,  India,  Japan,  Mexico,  the 
Near  East  and  Africa,  Scandinavia,  Spain,  Switzerland,  and  Yugoslavia. 
Five  countries  each  sent  two  delegates,  namely:   France,  Germany, 
Italy,  the  United  Kingdom,  and  the  United  States  of  North  America. 
Two  representations  in  absentia  were  reported,  namely:  one  from 
Colombia  and  one  from  the  area  of  Australia  and  New  Zealand. 

The  conference  was  sponsored  jointly  by  the  United  Nations  Educational, 
Scientific  and  Cultural  Organization's  Department  of  Mass  Communica- 
tion, with  Mr.  Pierre  Navaux  serving  as  assistant;  by  the  World  Braille 
Council,  with  Sir  Clutha  Mackenzie  as  chairman;  and  by  the  World 
Council  for  the  Welfare  of  the  Blind,  with  Colonel  E.  A.  Baker  as 
president  and  Mr.  Eric  T.  Boulter  as  Secretary-General.   The  details 
of  sponsorship  and  organization  which,  led  to  the  conference  are 
recorded  in  the  official  documents  of  the  sponsoring  organizations 
and  will  not  be  reviewed  in  the  present  report. 

Likewise,  the  findings  and  resolutions  of  the  conference  will  not  be 
included  in  toto  in  this  report  but  will  be  found  recorded  in  the 
minutes  of  the  conference. 
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The  deliberations  of  the  conference  were  based  in  the  main  on 
technical  documents  prepared  in  advance  in  French  and  English  and  in 
braille  'and  ink-print  by  the  consultant. 

The  conference  was  preceded  by  a  reception  held  at  the  Paris  head- 
quarters of  the  American  Foundation  for  Overseas  Blind,  1^  rue  Daru, 
Thursday  evening,  July  22.   At  9:30  o'clock  on  the  following  morning 
the  first  session  of  the  conference  opened  at  UNESCO  House,  19  avenue 
Kleber,  with  a  welcome  to  the  conference  and  a  review  of  aims  by 
M.  Montague,  Deputy  Director  of  UNESCO.   Other  introductory  remarks 
were  presented  by  Sir  Clutha  Mackenzie  for  the  World  Braille  Council, 
by  Mr".  Eric  T.  Boulter  for  the  World  Council  for  the  Welfare  of  the 
Blind,  and  by  Mr.  G-eorge  Raverat  who  reviewed  the  aims  and  achievements 
of  the  prior  conference  in  1929  for  which  he  had  served  as  co- 
ordinator.  Following  these  remarks,  Sir  Clutha  Mackenzie  was  chosen 
to  be  permanent  chairman  of  the  conference,  and  M.  Oast on  Litaise 
of  France  and  Mr.  Lai  Advani  of  India  were  chosen  to  be  vice-chairmen. 

The  work  of  the  conference  began  with  a  review  of  pre-conf erence 
preparations,  presented  by  the  consultant  for  UNESCO.   The  delegates 
were  referred  for  a  history  of  prior  conferences  to  a  treatise  on 
the  subject  especially  prepared  for  the  present  conference  by 
Dr.  Alexander  Reuss,  of  Germany,  delegate  and  chairman  of  the 
Deutschen  BlindennotenschriftJeommission.   This  scholarly  treatise, 
it  was  explained,  is  available  to  date  only  in  German  and  English, 
but  merits  translation  and  publication  in  other  languages.   The 
consultant  drew  attention  to  the  significance  of  the  present 
conference  arising  from  the  fact  that  for  the  first  time  in  the 
history  of  international  convocations  for  the  improvement  of  braille 
music  notation  there  were  representatives  from  South  America,  Africa, 
and  Asia.   Special  cautions  were  urged  by  the  consultant  against 
changes  and  innovations  in  the  existing  code  which  might  weaken 
rather  than  strengthen  it,  but  it  was  also  urged  that  provisions 
must  be  made  to  meet  the  needs  of  modern  compositions  and  modern 
instruments.   Appreciation  was  expressed  by  the  consultant  f&r  the 
splendid  response  which  was  given  him  by  pre-conf erence  committees 
in  certain  countries,  without  which  it  would  have  been  impossible 
to  prepare  the  technical  papers  for  the  conference.   Considerable 
progress  was  made  because  of  this  cooperation  prior  to  the  conference, 
despite  the  great  handicaps  of  distance  and  limitation  of  time* 

Briefly  summarized,  the  proposals  discussed  and  adopted  by  the 
conference  were  the  following: 

1.  Adoption  of  the  principle  of  one  universal  manual  of  braille 
music  notation  for  all  countries. 

2.  Use  and  revision  of  the  1929  International  Braille  Music 
Notation  as  the  basis  for  the  new  text. 

3.  Inclusion  therein  of  a  treatment  of  Gregorian  Chant  as  prepared 
and  presented  by  M.  Gaston  Litaise,  French  delegate,  and  a 
treatment  of  the  liturgical  music  of  the  Eastern  Orthodox  Greek 
Catholic  Church  as  prepared  and  presented  by  Mr.  Emmanuel 
Kefakis,  Greek  delegate. 
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^.    Inclusion  in  the  new  international  manual  of  adaptations  which 
are  now  being  made  to  meet  the  requirements  of  the  musical 
systems  of  India,  Japan,  Turkey,  Egypt,  and  other  Asian  and 
African  countries. 

5.  Inclusion  of  treatments  covering  figured  bass,  short-form 
scoring,  accordion,  guitar,  and  other  popular  instruments, 
which  treatments  were  adopted  in  point  of  principle  but  require 
completion  in  point  of  detail. 

6.  Inclusion  of  impartial  description  of  all  basic  patterns  .for 
keyboard  instruments,  but  with  the  recommendation  that  both  the 
parallel  and  the  Continental  methods  be  preferred  for  future 
use.   The  first  vote  on  this  recommendation  was  a  tie  of  nine 
to  nine,  but  in  a  final  tabulation  the  parallel  principle  was 
favored  by  two  more  delegates  who  had  abstained  and  by  two 
representations  in  absentia.   However,  it  was  ruled  that  the 
margin  of  preference  was  not  decisive,  and  that  the  original 
recommendation  for  both  patterns  should  stand. 

7.  Decision  to  carry  out  a  wide  experiment  in  the  total  field  to 
test  the  Meza  method  of  indicating  chords  not  as  arbitrary 
interval  signs  but  as  note-heads  dropped  to  the  lower  level, 
which  method  was  proposed  jointly  by  the  Mexican  and  Spanish 
delegations  and  also,  as  the  "Mote  for  Note"  system  by  the 
United  Kingdom  delegation.   This  decision  was  of  major 
importance,  since  it  postponed  the  final  editing  of  the  new 
universal  manual  possibly  for  two  or  more  years  pending  the 
results  of  the  experiment. 

8.  A  resolution  that  some  agency,  such  as  the  American  Foundation 
for  Overseas  Blind,  be  requested  to  undertake  the  international 
cataloguing  of  braille  music,  including  a  plan  to  facilitate 
International  distribution,  and  to  resolve  the  limitations  on 
transcribing  imposed  by  international  copyright  restrictions. 

9.  A  resolution  to  establish  continuing  machinery  necessary  to 
complete  the  work  of  the  conference,  which  resolution  is  as 
follows : 


W 


"The  conference,  recognizing  that  further  study,  consultation, 
and  in  some  cases  experiments  should  be  carried  out  before  a 
revised  edition  of  the  universal  manual  on  braille  music 
notation  can  be  published; 

"Requests  the  World  Council  for  the  Welfare  of  the  Blind, 
UNESCO,  and  the  World  Braille  Council  to  continue  to  provide 
the  service  of  a  consultant  to  carry  on  the  excellent  work 
accomplished  by  Mr.  L.  W.  Rodenberg  in  preparation  for  the 
present  meeting.   The  consultant  should  pursue  his  task  within 
the  framework  and  in  the  direction  of  the  recommendations  and 
basic  principles  formulated  by  this  conference; 

"To  this  end  he  should  consult  to  the  fullest  possible 
extent  with  the  organizations  represented  at  the  present 
conference,  and  with  national  committees  on  braille  music, 
many  of  which  have  made  a  notable  contribution  to  the 
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preparatory  work,  in  order  to  arrive  at  conclusions  which  will 
advance  the  principle  of  uniformity  and  serve  the  best  interests 
of  blind  musicians  throughout  the  world* 

"The  conference  requests  the  World  Braille  Council  to  assume 
responsibility  for  this  work,  and  within  the  limits  of  its 
financial  possibilities  to  afford  the  consultant  such 
facilities  and  services  as  may  be  needed  for  the  full 
accomplishment  of  his  task. 

"In  order  to  achieve  this  aim  the  delegates  here  assembled 
undertake  to  do  all  in  their  power  to  enlist  fche  continuing 
support,  both  material  and  moral,  of  their  governments  and  of 
the  national  organizations  they  represent." 

In  conclusion,  it  must  be  admitted  that  the  conference  had  far  more 
work  to  do  than  was  possible  in  the  allotted  time,  especially  with 
the  unexpected  handicap  of  consecutive  instead  of  simultaneous 
translation.  Also  more  definite  results  would  have  been  achieved  if 
more  time  had  been  available  for  pre-conf erence  preparations.   It  was 
the  serious  endeavor  of  the  consultant  to  have  completed  documents 
for  all  of  the  deliberations  of  the  conference,  but  this  was  found 
possible  only  in  part.   Therefore,  a  great  mass  of  technical  work 
remains,  to  be  done  by  the  expert  who  will  be  designated  by  the  World 
Braille  Council  and  the  World  Council  for  the  Welfare  of  the  Blind. 

(Because  of  curtailed  appropriations  by  the  General  Assembly 
of  UNESCO,  that  organization  will  presently  be  obliged  to  discontinue 
its  Braille  Unit. ) 

Some  of  the  foregoing  facts  may  be  disappointing  at  first  glance,  but 
they  fade  away  in  the  light  of  what  was  actually  accomplished  by  the 
conference  for  the  ultimate  unification  of  braille  music  notation 
throughout  the  world.   But  this  accomplishment  still  hangs  in 
uncertain  balance:   it  is  dependent  on  the  financial  and  moral  support 
which  only  the  World  Council  for  the  Welfare  of  the  Blind  and  the 
World  Braille  Council  can  give  the  expert  and  his  assistants  who  will 
undertake  the  completion  of  the  program  of  unification. 

This  report  closes  with  the  consultant's  sincerest  thanks  to 
sponsoring  organizations  and  all  authorities  and  individuals 
throughout  the  world  who  so  generously  supported  him  in  his  pre- 
conf  erence  labors. 
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minutes  of  the  conference. 
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The  deliberations  of  the  conference  were  based  in  the  main  on 
technical  documents  prepared  in  advance  in  French  and  English  and  in 
braille  and  ink-print  by  the  consultant. 

The  conference  was  preceded  by  a  reception  held  at  the  Paris  head- 
quarters of  the  American  Foundation  for  Overseas  Blind,  lk   rue  Daru, 
Thursday  evening,  July  22.  At  9:30  o'clock  on  the  following  morning 
the  first  session  of  the  conference  opened  at  UNESCO  House,  19  avenue 
Kleber,  with  a  welcome  to  the  conference  and  a  review  of  aims  by 
Mi  Montague,  Deputy  Director  of  UNESCO.   Other  introductory  remarks 
were  presented  by  Sir  Clutha  Mackenzie  for  the  World  Braille  Council, 
by  Mr.  Eric  T.  Boulter  for  the  World  Council  for  the  Welfare  of  the 
Blind,  and  by  Mri  George  Raverat  who  reviewed  the  aims  and  achievements 
of  the  prior  conference  in  1929  for  which  he  had  served  as  co- 
ordinator.  Following  these  remarks,  Sir  Clutha  Mackenzie  was  chosen 
to  be  permanent  chairman  of  the  conference,  and  M.  Gaston  Litaise 
of  France  and  Mr.  Lai  Advani  of  India  were  chosen  to  be  vice-chairmen. 

The  work  of  the  conference  began  with  a  review  of  pre-conf erence 
preparations,  presented  by  the  consultant  for  UNESCO.   The  delegates 
were  referred  for  a  history  of  prior  conferences  to  a  treatise  on 
the  subject  especially  prepared  for  the  present  conference  by 
Dr.  Alexander  Heuss,  of  Germany,  delegate  and  chairman  of  the 
Deutschen  Blindennotenschrift]gommissioni   This  scholarly  treatise, 
it  was  explained,  is  available  to  date  only  in  German  and  English, 
but  merits  translation  and  publication  in  other  languages*   The 
consultant  drew  attention  to  the  significance  of  the  present 
conference  arising  from  the  fact  that  for  the  first  time  in  the 
history  of  international  convocations  for  the  improvement  of  braille 
music  notation  there  were  representatives  from  South  America,  Africa, 
and  Asia.   Special  cautions  were  urged  by  the  consultant  against 
changes  and  innovations  in  the  existing  code  which  might  weaken 
rather  than  strengthen  it,  but  it  was  also  urged  that  provisions 
must  be  made  to  meet  the  needs  of  modern  compositions  and  modern 
instruments.   Appreciation  was  expressed  by  the  consultant  f&r  the 
splendid  response  which  was  given  him  by  pre-conf erence  committees 
in  certain  countries,  without  which  it  would  have  been  impossible 
to  prepare  the  technical  papers  for  the  conference.  "Considerable 
progress  was  made  because  of  this  cooperation  prior  to  the  conference, 
despite  the  great  handicaps  of  distance  and  limitation  of  time. 

Briefly  summarized,  the  proposals  discussed  and  adopted  by  the 
conference  were  the  following: 

1.  Adoption  of  the  principle  of  one  universal  manual  of  braille 
music  notation  for  all  countries, 

2.  Use  and  revision  of  the  1929  International  Braille  Music 
Notation  as  the  basis  for  the  new  text. 

3.  Inclusion  therein  of  a  treatment  of  Gregorian  Chant  as  prepared 
and  presented  by  M.  Gaston  Litaise,  French  delegate,  and  a 
treatment  of  the  liturgical  music  of  the  Eastern  Orthodox  Greek 
Catholic  Church  as  prepared  and  presented  by  Mr.  Emmanuel 
Kefakis,  Greek  delegate. 
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k.  inclusion  in  the  new  international  manual  of  adaptations  which 

are  now  being  made  to  meet  the  requirements  of  the  musical 
systems  of  India,  Japan,  Turkey,  Egypt,  and  other  Asian  and 
African  countries. 

5.  Inclusion  of  treatments  covering  figured  bass,  short-form 
scoring,  accordion,  guitar,  and  other  popular  instruments, 
which  treatments  were  adopted  in  point  of  principle  but  require 
completion  in  point  of  detail. 

6.  Inclusion  of  impartial  description  of  all  basic  patterns  for 
keyboard  instruments,  but  with  the  recommendation  that  both  the 
parallel  and  the  Continental  methods  be  preferred  for  future 
Use.   The  first  vote  on  this  recommendation  was  a  tie  of  nine 
to  nine,  but  in  a  final  tabulation  the  parallel  principle  was 
favored  by  two  more  delegates  who  had  abstained  and  by  two 
representations  in  absentia.   However,  it  was  ruled  that  the 
margin  of  preference  was  not  decisive,  and  that  the  original 
recommendation  for  both  patterns  should  stand. 

7.  Decision  to  carry  out  a  wide  experiment  in  the  total  field  to 
test  the  Meza  method  of  indicating  chords  not  as  arbitrary 
interval  signs  but  as  note-heads  dropped  to  the  lower  level, 
which  method  was  proposed  jointly  by  the  Mexican  and  Spanish 
delegations  and  also,  as  the  "Note  for  Note"  system  by  the 
United  Kingdom  delegation.   This  decision  was  of  major 
importance,  since  it  postponed  the  final  editing  of  the  new 
Tintversal  manual  possibly  for  two  or  more  years  pending  the 
results  of  the  experiment. 

8.  A  resolution  that  some  agency,  such  as  the  American  Foundation 
for  Overseas  Blind,  be  requested  to  undertake  the  international 
cataloguing  of  braille  music,  including  a  plan  to  facilitate 
international  distribution,  and  to  resolve  the  limitations  on 
transcribing  imposed  by  international  copyright  restrictions. 

9.  A  resolution  to  establish  continuing  machinery  necessary  to 
complete  the  work  of  the  conference,  which  resolution  is  as 
follows : 

"The  conference,  recognizing  that  further  study,  consultation, 
and  in  some  cases  experiments  should  be  carried  out  before  a 
revised  edition  of  the  universal  manual  on  braille  music 
notation  can  be  published; 

"Requests  the  World  Council  for  the  Welfare  of  the  Blind, 
UNESCO,  and  the  World  Braille  Council  to  continue  to  provide 
the  service  of  a  consultant  to  carry  on  the  excellent  work 
accomplished  by  Mr.  L.  W.  Rodenberg  in  preparation  for  the 
present  meeting.   The  consultant  should  pursue  his  task  within 
the  framework  and  in  the  direction  of  the  recommendations  and 
basic  principles  formulated  by  this  conference; 

"To  this  end  he  should  consult  to  the  fullest  possible 
extent  with  the  organizations  represented  at  the  present 
conference,  and  with  national  committees  on  braille  music, 
many  of  which  have  made  a  notable  contribution  to  the 
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preparatory  work,  in  order  to  arrive  at  conclusions  which  will 
advance  the  principle  of  uniformity  and  serve  the  best  interests 
of  blind  musicians  throughout  the  world, 

"The  conference  requests  the  World  Braille  Counoil  to  assume 
responsibility  for  this  work,  and  within  the  limits  of  its 
financial  possibilities  to  afford  the  consultant  such 
facilities  and  services  as  may  be  needed  for  the  full 
accomplishment  of  his  task. 

"In  order  to  achieve  this  aim  the  delegates  here  assembled 
undertake  to  do  all  in  their  power  to  enlist  the  continuing 
support,  both  material  and  moral,  of  their  governments  and  of 
the  national  organizations  they  represent." 

In  conclusion,  it  must  be  admitted  that  the  conference  had  far  more 
work  to  do  than  was  possible  in  the  allotted  time,  especially  with 
the  unexpected  handicap  of  consecutive  instead  of  simultaneous 
translation.   Also  more  definite  results  would  have  been  achieved  if 
more  time  had  been  available  for  pre-conf erence  preparations.   It  was 
the  serious  endeavor  of  the  consultant  to  have  completed  documents 
for  all  of  the  deliberations  of  the  conference,  but  this  was  found 
possible  only  in  part.   Therefore,  a  great  mass  of  technical  work 
remains  to  be  done  by  the  expert  who  will  be  designated  by  the  World 
Braille  Council  and  the  World  Council  for  the  Welfare  of  the  Blind. 

(Because  of  curtailed  appropriations  by  the  General  Assembly 
of  UNESCO,  that  organization  will  presently  be  obliged  to  discontinue 
its  Braille  Unit. ) 

Some  of  the  foregoing  facts  may  be  disappointing  at  first  glance,  but 
they  fade  away  in  the  light  of  what  was  actually  accomplished  by  the 
conference  for  the  ultimate  unification  of  braille  music  notation 
throughout  the  world.   But  this  accomplishment  still  hangs  in 
uncertain  balance:   it  is  dependent  on  the  financial  and  moral  support 
which  only  the  World  Council  for  txhe  Welfare  of  the  Blind  and  the 
World  Braille  Council  can  give  the  expert  and  his  assistants  who  will 
undertake  the  completion  of  the  program  of  unification. 

This  report  closes  with  the  consultants  sincerest  thanks  to 
sponsoring  organizations  and  all  authorities  and  individuals 
throughout  the  world  who  so  generously  supported  him  in  his  pre- 
confcrence  labors. 
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A  complete  roster  of  delegates  and  observers  who  participated  in  the 
195^  international  conference  on  braille  music  is  attached  to  this 
report.   They  represented  19  countries  or  areas.   This  was  the  largest 
convocation  of  its  kind  ever  assembled. 

Fourteen  countries  or  areas  each  sent  one  delegate,  namely;  Argentina, 
Belgium,  Brazil,  Canada,  Greece,  Holland,  India,  Japan,  Mexico,  the 
Near  East  and  Africa,  Scandinavia,  Spain,  Switzerland,  and  Yugoslavia. 
Five  countries  each  sent  two  delegates,  namely:   France,  Germany, 
Italy,  the  United  Kingdom,  and  the  United  States  of  North  America. 
Two  representations  in  absentia  were  reported,  namely:  one  from 
Colombia  and  one  from  the  area  of  Australia  and  New  Zealand. 

The  conference  was  sponsored  jointly  by  the  United  Nations  Educational, 
Scientific  and  Cultural  Organization's  Department  of  Mass  Communica- 
tion, with  Mr.  Pierre  Navaux  serving  as  assistant;  by  the  World  Braille 
Council,  with  Sir  Clutha  Mackenzie  as  chairman;  and  by  the  World 
Council  for  the  Welfare  of  the  Blind,  with  Colonel  E*  A.  Baker  as 
president  and  Mr.  Eric  T.  Boulter  as  Secretary-General.   The  details 
of  sponsorship  and  organization  which  led  to  the  conference  are 
recorded  in  the  official  documents  of  the  sponsoring  organizations 
and  will  not  be  reviewed  in  the  present  report. 

Likewise,  the  findings  and  resolutions  of  the  conference  will  not  be 
included  in  toto  in  this  report  but  will  be  found  recorded  in  the 
minutes  of  the  conference. 
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The  deliberations  of  the  conference  were  based  in  the  main  on 
technical  documents  prepared  in  advance  in  French  and  English  and  in 
braille  and  ink-print  by  the  consultant. 

The  conference  was  preceded  by  a  reception  held  at  the  Paris  head- 
quarters of  the  American  Foundation  for  Overseas  Blind,  1^  rue  Daru, 
Thursday  evening,  July  22.  At  9:30  o'clock  on  the  following  morning 
the  first  session  of  the  conference  opened  at  UNESCO  House,  19  avenue 
Kleber,  with  a  welcome  to  the  conference  and  a  review  of  aims  by 
M.  Montague,  Deputy  Director  of  UNESCO.   Other  introductory  remarks 
were  oresented  by  Sir  Clutha  Mackenzie  for  the  World  Braille  Council, 
by  Mr".  Eric  T.  Boulter  for  the  World  Council  for  the  Welfare  of  the 
Blind,  and  by  Mr*  G-eorge  Raverat  who  reviewed  the  aims  and  achievements 
of  the  prior  conference  in  1929  for  which  he  had  served  as  co- 
ordinator.  Following  these  remarks,  Sir  Clutha  Mackenzie  was  chosen 
to  be  permanent  chairman  of  the  conference,  and  M.  G-aston  Litaise 
of  France  and  Mr.  Lai  Advani  of  India  were  chosen  to  be  vice-chairmen. 

The  work  of  the  conference  began  with  a  review  of  pre-conf erence 
preparations,  presented  by  the  consultant  for  UNESCO.   The  delegates 
were  referred  for  a  history  of  prior  conferences  to  a  treatise  on 
the  subject  especially  prepared  for  the  present  conference  by 
Dr.  Alexander  Reuss,  of  G-ermany,  delegate  and  chairman  of  the 
Deutschen  Blindennotenschriftleommission.   This  scholarly  treatise, 
it  was  explained,  is  available  to  date  only  in  G-erman  and  English, 
but  merits  translation  and  publication  in  other  languages*   The 
consultant  drew  attention  to  the  significance  of  the  present 
conference  arising  from  the  fact  that  for  the  first  time  in  the 
history  of  international  convocations  for  the  improvement  of  braille 
music  notation  there  were  representatives  from  South  America,  Africa, 
and  Asia.   Special  cautions  were  urged  by  the  consultant  against 
changes  and  innovations  in  the  existing  code  which  might  weaken 
rather  than  strengthen  it,  but  it  was  also  urged  that  provisions 
must  be  made  to  meet  the  needs  of  modern  compositions  and  modern 
instruments.   Appreciation  was  expressed  by  the  consultant  f&r  the 
splendid  response  which  was  given  him  by  pre-conf erence  committees 
in  certain  countries,  without  which  it  would  have  been  impossible 
to  prepare  the  technical  papers  for  the  conference.   Considerable 
progress  was  made  because  of  this  cooperation  prior  to  the  conference, 
despite  the  great  handicaps  of  distance  and  limitation  of  time. 

Briefly  summarized,  the  proposals  discussed  and  adopted  by  the 
conference  were  the  following  1 

1.  Adoption  of  the  principle  of  one  universal  manual  of  braille 
music  notation  for  all  countries. 

2.  Use  and  revision  of  the  1929  International  Braille  Music 
Notation  as  the  basis  for  the  new  text. 

3.  Inclusion  therein  of  a  treatment  of  C-regorian  Chant  as  prepared 
and  presented  by  M.  G-aston  Litaise,  French  delegate,  and  a 
treatment  of  the  liturgical  music  of  the  Eastern  Orthodox  G-reek 
Catholic  Church  as  prepared  and  presented  by  Mr.  Emmanuel 
Kefakis,  G-reek  delegate. 
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b.  Inclusion  In  the  new  International  manual  of  adaptations  which 

are  now  being  made  to  meet  the  requirements  of  the  musical 
systems  of  India,  Japan,  Turkey,  Egypt,  and  other  Asian  and 
African  countries. 

5.  Inclusion  of  treatments  covering  figured  bass,  short-form 
scoring,  accordion,  guitar,  and  other  popular  instruments, 
which  treatments  were  adopted  in  point  of  principle  but  require 
completion  in  point  of  detail. 

6.  Inclusion  of  impartial  description  of  all  basic  patterns  for 
keyboard  instruments,  but  with  the  recommendation  that  both  the 
parallel  and  the  Continental  methods  be  preferred  for  future 
use.   The  first  vote  on  this  recommendation  was  a  tie  of  nine 
to  nine,  but  in  a  final  tabulation  the  parallel  principle  was 
favored  by  two  more  delegates  who  had  abstained  and  by  two 
representations  in  absentia.   However,  it  was  ruled  that  the 
margin  of  preference  was  not  decisive,  and  that  the  original 
recommendation  for  both  patterns  should  stand. 

7.  Decision  to  carry  out  a  wide  experiment  in  the  total  field  to 
test  the  Meza  method  of  indicating  chords  not  as  arbitrary 
Interval  signs  but  as  note-heads  dropped  to  the  lower  level, 
which  method  was  proposed  jointly  by  the  Mexican  and  Spanish 
delegations  and  also,  as  the  "Note  for  Note"  system  by  the 
United  Kingdom  delegation.   This  decision  was  of  major 
importance,  since  it  postponed  the  final  editing  of  the  new 
universal  manual  possibly  for  two  or  more  years  pending  the 
results  of  the  experiment* 

8.  A  resolution  that  some  agency,  such  as  the  American  Foundation 
for  Overseas  Blind,  be  requested  to  undertake  the  international 
cataloguing  of  braille  music,  including  a  plan  to  facilitate 
international  distribution,  and  to  resolve  the  limitations  on 
transcribing  imposed  by  international  copyright  restrictions. 

9.  A  resolution  to  establish  continuing  machinery  necessary  to 
complete  the  work  of  the  conference,  which  resolution  is  as 
follows  t 

"The  conference,  recognizing  that  further  study,  consultation, 
and  in  some  cases  experiments  should  be  carried  out  before  a 
revised  edition  of  the  universal  manual  on  braille  music 
notation  can  be  published; 

"Requests  the  World  Council  for  the  Welfare  of  the  Blind, 
UNESCO,  and  the  World  Braille  Council  to  continue  to  provide 
the  service  of  a  consultant  to  carry  on  the  excellent  work 
accomplished  by  Mr.  L.  W.  Rodenberg  in  preparation  for  the 
present  meeting.   The  consultant  should  pursue  his  task  within 
the  framework  and  in  the  direction  of  the  recommendations  and 
basic  principles  formulated  by  this  conference; 

"To  this  end  he  should  consult  to  the  fullest  possible 
extent  with  the  organizations  represented  at  the  present 
conference,  and  with  national  committees  on  braille  music, 
many  of  which  have  made  a  notable  contribution  to  the 
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preparatory  work,  in  order  to  arrive  at  conclusions  which  will 
advance  the  principle  of  uniformity  and  serve  the  best  interests 
of  blind  musicians  throughout  the  world. 

"The  conference  requests  the  World  Braille  Council  to  assume 
responsibility  for  this  work,  and  within  the  limits  of  its 
financial  possibilities  to  afford  the  consultant  such 
facilities  and  services  as  may  be  needed  for  the  full 
accomplishment  of  his  task. 

"In  order  to  achieve  this  aim  the  delegates  here  assembled 
undertake  to  do  all  in  their  power  to  enlist  the  continuing 
support,  both  material  and  moral,  of  their  governments  and  of 
the  national  organizations  they  represent." 

In  conclusion,  it  must  be  admitted  that  the  conference  had  far  more 
work  to  do  than  was  possible  in  the  allotted  time,  especially  with 
the  unexpected  handicap  of  consecutive  instead  of  simultaneous 
translation.   Also  more  definite  results  would  have  been  achieved  if 
more  time  had  been  available  for  pre-conf erence  preparations.   It  was 
the  serious  endeavor  of  the  consultant  to  have  completed  documents 
for  all  of  the  deliberations  of  the  conference,  but  this  was  found 
possible  only  in  part.   Therefore,  a  great  mass  of  technical  work 
remains  to  be  done  by  the  expert  who  will  be  designated  by  the  World 
Braille  Council  and  the  World  Council  for  the  Welfare  of  the  Blind. 

(Because  of  curtailed  appropriations  by  the  G-eneral  Assembly 
of  UNESCO,  that  organization  will  presently  be  obliged  to  discontinue 
its  Braille  Unit. ) 

Some  of  the  foregoing  facts  may  be  disappointing  at  first  glance,  but 
they  fade  away  in  the  light  of  What  was  actually  accomplished  by  the 
conference  for  the  ultimate  unification  of  braille  music  notation 
throughout  the  world.   But  this  accomplishment  still  hangs  in 
uncertain  balance:   it  is  dependent  on  the  financial  and  moral  support 
which  only  the  World  Council  for  the  Welfare  of  the  Blind  and  the 
World  Braille  Council  can  give  the  expert  and  his  assistants  who  will 
undertake  the  completion  of  the  program  of  unification. 

This  report  closes  with  the  consultant's  sincerest  thanks  to 
sponsoring  organizations  and  all  authorities  and  individuals 
throughout  the  world  who  so  generously  supported  him  in  his  pre- 
conference  labors. 
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COMMUNIQUE  NUMBER  ONE 

CENTRAL  PRE-CONFERENCE  COMMITTEE  ON 

BRAILLE  MUSIC  NOTATION  AND  DISTRIBUTION 

L.W.  RODENBERG,  CHAIRMAN 
WORLD  BRAILLE  COUNCIL  MUSIC  CONSULTANT  FOR  UNESCO 
ILLINOIS  SCHOOL  FOR  THE  BLIND 
JACKSONVILLE,  ILLINOIS 
U.  S,  A. 


It  is  the  responsibility  of  the  Consultant  for  UNESCO  to  pre- 
pare the  technical  papers  which  will  form  the  basis  for  deliberations  at  the 
International  Conference  on  Braille  Music  in  Paris,  France,  July  22nd  -  30th, 
195U»  The  Consultant  has  appointed  a  "Central  Pre-Conference  Committee"  to 
assist  him  in  this  work.  The  Committee  consists  of 

Messrs.  R.  Robitaille  and  John  DiBLasio  of  Montreal 
Messrs,  J.  Beetz  and  Theodore  Taffemer  of  New  York 

and  the  Consultant. 

This  Committee  held  its  first  Meeting  in  New  York,  December 
!j.th  and  5th,  1953,  and  adopted  the  following  plan  of  procedure: 

1.  The  "Central  Pre-Conference  Committee"  earnestly  urges  the 
establishment,  or  if  already  established,  the  activation  of 
local  "Pre-Conference  Committees"  in  all  countries,  for 
liaison  with  the  "Central  Pre-Conference  Committee"; 

2.  The  "Central  Pre-Conference  Committee"  invites  all  local 
"Pre-Conference  Committees"  to  forward  to  the  Consultant, 
from  time  to  time  prior  to  the  Paris  Conference,  any  sug- 
gestions and  recommendations  on  Braille  music  notation, 
international  cataloguing  and  distribution. 

3»  The  "Central  Pre-Conference  Committee"  will  receive  and 

classify  all  suggestions  and  recommendations  forwarded  to 
the  Consultant; 

U»  From  time  to  time  prior  to  the  Paris  Conference,  Communiques 

will  be  issued  to  all  local  "Pre-Conference  Committees"  to 
inform  them  of  suggestions  and  recommendations  which  have 
been  received.  Comments  on  these  Communiques  will  be  wel- 
comed by  the  "Central  Pre-Conference  Committee"; 

5»  Prom  suggestions  and  recommendations  received,  and  from  its 

own  analysis  of  problems,  the  "Central  Pre-Conference  Com- 
mittee" will  prepare,  in  definite  form,  the  basic  material 
for  the  Paris  Conference,  including  alternative  proposals* 

It  is  the  hope  of  the  "Central  Pre-Conference  Committee" 
that  the  foregoing  plan  will  encourage  the  greatest  possible  interest  and 
co-operation  for  the  achievement  of  universal  agreement. 
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All  "Pre-Conference  Committees"  are  urged  to  consider  the 
following  aims  in  the  programme  for  unification: 

(a)  Advisability  of  adopting  one  universal  manual  for  all 
countries; 

(b)  For  this  purpose,  the  revision,  clarification  and  en- 
largement of  the  1929  international  manual; 

(c)  Agreement  on  usage  where  differences  exist  especially 

as  regards  the  direction  of  chords  in  the  treble  and  the 
arrangement  of  parts  on  the  Braille  page; 

(d)  Additions  to  the  international  manual 

Gregorian  Chant 

Music  of  India 

Scoring  of  ensembles 

Instruments  not  treated  heretofore 

Figured  Bass 

Short-form  writing  of  dance  music; 

(e)  Consideration  of  plans  to  facilitate  world-wide  pro- 
duction, cataloguing  and  distribution  of  Braille  music> 

(f)  Consideration  of  problems  surrounding  copy  rights  for 
Braille  music  publications; 

(g)  Establishment  of  a  post-Conference  commission  to  resolve 
problems  arising  from  the  Paris  Conference  or  that  might 
arise  after  the  Conference, 

Some  first  suggestions  have  already  been  received  from  the 
Canadian  Pre-Conference  Committee.  They  are  reproduced  below  in  their 
entirety* 

The  Canadian  Pre-Conference  Committee,  fully  aware  of  the 
enormous  work  accomplished  in  1929,  intends  to  adhere,  as  closely  as  pos- 
sible, to  the  decisions  which  were  then  adopted.  Far  from  seeking  a  drastic 
reform  of  the  present  Key,  this  Committee  wants  to  attempt  a  new  effort  aim- 
ing at  a  total  uniformity  and  bringing  at  last,  on  a  practical  basis,  the 
circulation  of  Braille  music  throughout  the  world.  It  is  in  this  spirit  of 
moderation  and  objectivity  that  the  following  suggestions  are  submitted  to 
your  consideration.  Others,  still  under  study,  will  follow  shortly. 

Compare  the  following  text  with  the  1929  Key. 

Number  2  -  Paragraph  two  -  The  Breve . 

The  breve,  the  value  of  which  is  double  that  of  the  semi- 
breve,  is  expressed  in  instrumental  music  by  means  of  two  semi-breves  joined 


- 


• 
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by  the  sign  i?  ;  "  (points  k~5  1-h)   and,  in  vocal  music  by  the  semi-breve  fol- 
lowed by  points  1-3 • 

CCMMENT:      The  sign  made  up  of  points  1-3  could  not  indicate  the  breve  in 

instrumental  music  on  account  of  its  use  as  fifth  finger  of 
the  string  and  harmonic.  On  the  other  hand,  in  vocal  music  it  presents  no 
objection  and  would  shorten  the  texts  advantageously,   We  believe  that  the 
rule,  as  revised  above,  would  be  a  desirable  compromise,  (see  N.B.  No  2) 

Number  ii3  -  The  Key  Signature 

The  Key  Signature  is  written  before  the  time  signature  with- 
out intervening  space. 

CCMMENT:      The  Key  Signature  and  the  time  signature  are  so  closely  re- 
lated that  it  seems  both  logical  and  practical  to  present 
them  in  immediate  succession  and  to  read  them  together. 

Number  I46  -  The  Long  Slur 

When  a  long  slur  extends  over  a  musical  phrase  or  passage  or 
when  it  outlines  an  accompaniment,  the  beginning  of  this  slur  is  indicated 

by  the  sign  ;  •  •  ;   (points  5~6  2)  preceding  the  first  note,  and  the  end 

by  the  sign  '.*'.:  (points  5  2-3)  following  the  last  note.  When  a  note  hap- 
pens to  be,  at  the  same  time,  the  last  of  one  slur  and  the  first  of  another 


slur,  it  is  preceded  by  the  sign  ;  •  .'*».'     (points  5~6  2-5  2-3).  (See 
example  1) 

CCMMENT:      We  have  always  felt  that  the  signs  presently  used  for  the 
long  slur  are  cumbersome  and  not  distinct  enough  from  the 
main  text.  Those  proposed  herewith  are  written  in  the  lower  part  of  the 
cell  and  seem  to  provide  better  readability.  Notice  that  they  are  the 
same  signs  as  used  presently,  less  points  1  and  i+.  Notice  also  that  "when 
a  note  happens  to  be,  at  the  same  time,  the  last  of  one  slur  and  the  first 
of  another  slur"  the  two  signs  are  combined  and  placed  close-up  in  the 
second  cell,  thus  saving  one  space  and  rendering  its  reading  definitely  much 
easier. 

Number  l&  "   The  Chord  Tie 

When,  in  two  consecutive  chords  all  the  common  notes  are 

•  .  •  * 
tied,  these  ties  are  indicated  by  the  sign  ',  •   ',  '.      (points  i^-6  1-1+)  placed 
after  the  last  interval  of  the  first  chord.  (See  example  2) 

COMMENT:      Under  the  1929  Rule,  the  points  1+-6  1-U  are  used  "when  all 
the  notes  of  a  chord  are  tied  to  those  of  the  following  chord".  (See 
example  2a).  Consequently  the  presence  of  one  uncommon  note  is  sufficient 
to  imply  the  use  of  the  points  U   1-J+  after  each  tied  note.  Under  the  pro- 
posed 195U  Rule  the  points  I4.-6  I-I4.  are  used  "when  all  the  common  notes  are 
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tied".  No  confusion  is  possible  since  the  tie,  by  its  very  nature,  could  not 
apply  to  any  other  note  than  the  common  notes,  (See  example  2B)  Used  in 
this  way,  this  sign  is  absolutely  clear,  requires  less  space  and  is  much 
easier  to  read.  Points  i+  I-I4.  placed  after  each  tied  note  are  required  only 
when  one  or  more  common  notes  are  not  tied,  (See  example  2C) 

Number  k9   (Continued)  (see  N.B.  second  sentence) 

In  a  succession  of  more  than  four  chords,  where  all  the  common 


notes  are  tied,  whatever  their  number  may  be,  the  sign  1  '•   '.  -  '  •    (points 

1+-6  1-1+   1-1|.)  is  written  after  the  first  chord  and  the  sign  '.  •  \  -   (points 
I4.-6  1-U)  after  the  chord  before  last,  (See  example  3)« 

COMMENT:      Indeed,  the  modification  here  is  merely  a  matter  of  wording.. 

According  to  the  original  text,  points  I4.— 6  1-h  are  doubled 
"when  one  or  several  common  notes  are  tied".  Undoubtedly  by  mistake,  this 
formula  does  not  oppose  itself  to  the  presence  of  common  notes  which  are 
not  tied.  The  proposed  text  is  more  specific.  It  stipulates  that  all  the 
common  notes,  whatever  their  number,  be  tied.  Finally,  to  indicate  the 
doubling  of  the  slur,  it  seems  superfluous  to  repeat  points  U~6,  the  repeti- 
tion of  points  I-I4.  being  sufficient.  (See  similar  case  -  Number  !£)• 

Addition  to  Number  8I4.  -  The  Repetition  of  Unmeasured  Fragments, 

The  repetition  of  unmeasured  fragments  is  also ' practicable • 
In  such  cases  the  beginning  of  the  fragment  to  be  repeated  is  preceded  by 

♦  • 
the  sign  '.  ;  "  *    (points  1-6  2-3-5-6). (See  example  U) 

COMMENT:       Analysis  of  example  four  will  show  that,  without  this  neir 

sign  either  all  the  notes  of  the  passage  would  have  to  be 
written  or  the  use  of  the  ordinary  repeat  sign  would  lead,  to  confusion. 

Number  II4.3  -  Rests  which  do  not  appear  in  the  print  copy. 

"When  the  musical  text  is  divided  into  phraees  and  a  passage 
with  alternate  hands  is  written  in  one  of  the  hand  parts,  it  is  sometimes 
necessary  to  introduce,  into  the  other  hand  part,  rests  which  do  not  appear 
in  the  print  copy,"  These  rests  are  preceded  by  point  5  (see  example  5). 

This  new  sign  must  be  used  in  all  other  cases  where  it  is 
necessary  to  introduce  rests  which  do  not  appear  in  the  print  copy. 
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COMMUNIQUE  NUMERO  UN 

COMMISSION  PRE-CONFERENCE  CENTRALE  POUR  LA. 

DISTRIBUTION  ET  LA  NOTATION  DE  LA  MUSIQUE  BRAILLE 

L.  W.  RODENBERG,   PRESIDENT 
AVISEUR  MUSICAL  DE  L 'UNESCO  POUR  LE  CONSEIL  MONDIAL  DU  BRAILLE 

Illinois  School  for  the  Blind 

Jacksonville ,    Illinois 

U  .S  .A . 

II  appartient  a  l'aviseur  de  l'UNESCO  de  preparer  la  matiere 
technique  ou  la  substance  qui  constituera  la  base  de  deliberations  a  la 
"Conference  internationale  sur  la  notation  et  la  distribution  de  la  musique 
Braille",  a  Paris,  du  22  au  30  juillet  1951+ . 

Pour  1' as sister  dans  cette  tache,  l'aviseur  s'est  entoure  d'une 
"Commission  pre-Conference  centrale",  dont  voici  les  membres: 

MM.  Robert  Robitaille,  Jean -DiBiasio  (de  Montreal) 

Charles  J.  Beetz,  Theodore  Tafferner  (de  New  York) 

et  l'aviseur  lui-meme.  A  sa  premiere  reunion  a  New  York,  les  k   et  5  decembre 
1953  j  cette  "Commission"  a  adopte  le  plan  df action  suivant: 

1.  La  "Commission  pre-Conference  centrale"  souhaite  ardemment 
la  formation  ou  la  mise  en  oeuvre  -  dans  tous  les  pays  -  de 
"Commissions  pre-Conference  locales",  avec  lesquelles  elle 
desire  entrer  en  relations. 

2.  La  "Commission  pre-Conference  centrale"  invite  toutes  les 
"Commissions  pre-Conference  locales"  a  faire  parvenir  a 
l'aviseur,  de  temps  a  autre  d'ici  la  Conference  de  Paris, 
toutes  suggestions  ou  recommandations  relatives  a  la 
musique  Braille  -  notation,  catalogage  et  distribution  sur 
une  base  internationale. 

3»  La  "Commission  centrale"  recevra  et  classifiera  les  suggestions 

et  recommandations  soumises  a  l'aviseur. 

1+.  De  temps  a  autre  d'ici  la  Conference  de  Paris,  des  communiques 

de  la  "Commission  centrale"  seront  adresses  aux  "Commissions 
locales",  les  tenant  au  courant  des  suggestions  ou  recom- 
mandations recues.  La  "Commission  centrale"  appreciera  vive- 
ment  tous  commentaires  en  marge  de  ces  communiques. 

5»  Des  suggestions  et  recommandations  recues  et  a  la  suite  de  sa 

propre  analyse  des  problemes  a  1' etude,  la  "Commission  centrale" 
preparera  -  sous  forme  definitive  -  le  materiel  de  la  Cor.f't- 
rence  de  Paris,  y  compris  les  propositions  divergentes  ou 
alternatives . 

Par  ce  plan  d'action,  la  "Commission  pre-Conference  centrale" 
espere  stjmuler  au  plus  haut  degre,  l'interet  et  la  cooperation  pour  la 
realisation  d'entehoe  internationale  nouvelle  ou  plus  complete. 
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Toutes  les  "Commissions  pre-Conference"  sont  invitees  a  etudier 
les  buts  du  programme  d'unification,  enumeres  ci-dessous: 

a)  opportunity  de  1' adoption  d'un  code  international; 

b)  a  cette  fin,  la  revision,  la  clarification  et  1' extension 
du  code  international  de  1929; 

c)  entente  sur  les  points  ou  des  divergences  subsistent  encore, 
tout  specialement  en  ce  qui  concerne  la  direction  des  accords 
de  la  main  droite  ou  des  parties  superieures  et  la  dis- 
position du  texte; 

d)  additions  au  traite  de  1929: 

Chant  gegorien 

Musique  hindoue 

Musique  d' ensemble 

Instruments  non  traites  jusqu'ici 

Basse  chiffree 

Partitions  abregees  pour  musique  de  danse; 

e)  etude  de  plans  capables  de  faciliter  la  production,  le 
catalogage  et  la  distribution  de  la  musique  Braille,  sur 
une  base  rnondialej 

f)  etude  des  problemes  relatifs  a  l'obtention  des  droits 
d'auteur  pour  les  imprimeries  Braille j 

g)  formation  d'une  "Commission  post-Conference"  chargee  de 
resoudre  les  problemes  issus  de  la  Conference  de  Paris  ou 
qui  pourraient  se  presenter  par  la  suite. 

Deja  de  premieres  suggestions  ont  ete  recues  de  la  "Commission 
pre-Conference  canadienne".  Elles  sont  reproduites  integralement  ci-dessous. 

La  "Commission  pre-Conference  canadienne",  consciente  du  travail 
enorme  realise  en  1929,  est  soucieuse  de  respecter,  dans  la  plus  grande  mesure 
possible,  les  decisions  qui  furent  alors  adoptees.  Loin  de  vouloir reformer  le 
code  actuel,  elle  se  propose  de  tenter  un  nouvel  effort  pour  atteindre  a  une 
unification  encore  plus  complete  permettant  de  realiser  en fin,  sur  une  base 
pratique,  la  circulation  de  la  musique  Braille  a  travers  le  monde .  C'est  dans 
cet  esprit  de  moderation  et  d'objectivite  qu'elle  soumet  a  votre  consideration 
les  suggestions  suivantes,  auxquelles  a:autres  encore  a  1' etude  viendront 
s'ajouter  sous  peu. 

Comparer  le  texte  suivant  avec  celui  de  1929 • 

Numero  2,  2e  alinea:  la  note  maxime. 

Ip   note  maxim"  donl  2?  Iurep  "°+  le  double  dc  celle  dfi  la  ronde. 
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s'exprime  dans  la  musique  instrumentale  au  moyen  de  deux  rondes  reliees  entre 


•  •  •  • 

*  « 


elles  par  le  signe  ....  (points  U"3   1-«U),  et,  dans  la  musique  vocale,  par  une 
ronde  suivie  des  points  1-3 • 

COVIMENTAIRE  -  Le  signe  compost  des  points  1-3  ne  saurait  indiquer  la  maxime 

dans  la  musique  instrumentale,  a  cause  de  son  emploi  comme  cin- 
quieme  doigt,  corde  a  vide  ou  son  harmonique.  Par  contre,  dans  la  musique 
vocale,  il  n'offre  aucun  inconvenient  et  abregerait  singulierement  le  texte. 
La  regie  telle  que  revisee  ci-haut  serait  un  heureux  compromis  (voir  N.B.  du 
numero  2). 

Numero  1+3,  3e  alinea:  1T indication  de  la  tonalite. 

L' indication  de  la  tonalite  s'ecrit  avant  celle  de  la  mesure, 
dont  elle  nfest  separee  par  aucun  espace. 

COMMENTAIRE:   L» indication  de  la  tonalite"  et  celle  de  la  mesure  sont  si 

etroitement  liees  qu'il  semble  a  la  fois  logique  et  pratique  de 
les  faire  se  succeder  immediatement  et  de  les  lire  ensemble. 

Numero  1+6:  la  grande  liaison. 

Quand  une  grande  liaison  ou  coule"  embrasse  une  phrase  musicale, 
un  trait,  un  dessin  d'accompagnement,  etc.,  le  commencement  de  cette  liaison 

•  •  *  t 

s'indique  par  le  signe  >  •  .  .   (points  5-6  2)  place"  avant  la  premiere  note, 

et  la  fin  par  le  signe  \  *  I  \     (points  5  2-3)  place  apres  la  derniere  note. 
Quand  une  note  se  trouve  etre  a  la  fois  la  derniere  d'un  coule"  et  la  premiere 

d'un  autre  coule,  elle  est  pr6c£dee  du  signe*  *•  •  •  '(points  5-6  2-5  2-3)  (voir 
example  1). 

COMMENTAIRE:   On  a  toujours  trouve  encombrants  et  pas  assez  distincts  du  texte 

principal  les  signes  actuels  de  la  grande  liaison.  Ceux  pro- 
poses ici  sont  situ6s  dans  la  partie  inferieure  du  rectangle  et  semblent  pro- 
curer une  lecture  plus  facile.  lis  sont  en  quelque  sorte  les  signes  actuels 
moins  les  points  1  et  i+.  Derniere  remarque:  "quand  une  note  se  trouve  etre  a 
la  fois  la  derniere  d'un  coule  et  la  premiere  d'un  autre  coule",  les  deux 
signes,  places  en  regard  l'un  de  l'autre  se  rencontrent  dans  le  deuxieme 
rectangle  epargnant  ainsi  un  espace  et  procurant  une  lecture  decidement  plus 
facile. 

Numero  1+9:  la  liaison  des  accords. 

Lorsque  dans  deux  accords  successifs  toutes  les  notes  communes 

sont  unies  par  des  liaisons  de  prolongation,  ces  liaisons  sont  indiquees  par 

•  *  *  • 

le  signe  '.'•'.'.  (points  1+-6  1-1+)  place  apres  le  dernier  intervalle  du  premier 
accord  (voir  exemple  2). 

COMMENTAIRE:   D' apres  la  regie  de  1929,  on  emploie  les  points  1+-6  1~U 


-ir 

"lorsque  toutes  les  notes  d'un  accord  sont  syncopees  avec  celles  de  1 'accord 
suivant"  (voir  exemple  2a).  En  consequence,  il  suffit  qu'une  seule  note  ne 
soit  pas  commune  pour  forcer  l'emploi  des  points  U  1-1+,  apres  chaque  note  liee. 

DTapres  la  regie  proposee  pour  1951+,  on  emploie  les  points 
1+-6  1-U  "lorsque  toutes  les  notes  communes  sont  unies  par  des  liaisons  de 
prolongation" •  Pas  d1 equivoque  possible:  la  liaison  de  prolongation,  de  sa 
nature  meme  ne  saurait  affecter  aucune  autre  que  des  notes  communes  (voir 
exemple  2b).  Utilise  ainsi,  ce  signe  est  absolument  clair,  exige  moins  de 
place  et  se  lit  beaucoup  mieux.  Les  points  U   1-1+  places  apres  chaque  note 
liee  sont  exiges  seulement  lorsque  une  ou  plusieurs  notes  communes  ne  eont 
pas  liees  (voir  exemple  2c). 

Ilumero  1+9  (suite),  (voir  N.B.  deuxieme  phrase). 

Dans  une  succession  de  plus  de  quatre  accords,  ou  toutes  les  notes 
communes,  quelque  soit  leur  nombre,  sont  unies  par  des  liaisons  de  prolongation, 

on  ecrit  le  signe  .'  ,'  ',  '.  '.  '.       (points  I4.-6  1-1+  1-1+)  apres  le  premier  accord  et 
•  •  •  » 

le  signe  '  ,  '.  '.   (points  i+— 6  1-1+)  apres  l'avant-dernier  accord  (voir  exemple  3) 

COMMENTAIRE:   En  realite,  il  ne  s'agit  ici  qued'une  question  de  redaction. 

D* apres  le  texts  original,  les  points  1+-6  1-1+  sont  doubles 
lorsque  "une  ou  plusieurs"  notes  communes  sont  unies  par  des  liaisons  de  pro- 
longationT  Involontairement  sans  doute,  cette  formule  ne  ferme  pas  la  porte 
a  la  presence  de  notes  communes  non  liees.  Le  texts  propose  est  plus  spe- 
cifique.  II  exige  que  toutes  les  notes  communes,  quel  que  soit  leur  nombre, 
soient  unies  par  des  liaisons  de  prolongation.  Enfin,  pour  marquer  le  double 
de  la  liaison,  il  semble  superflu  de  repeter  les  points  1+-6,  la  repetition  des 
points  1-1+  etant  suffisante  (voir  cas  analogue  au  numero  h5)  • 

Adjonction  au  numero  8l+:  repetition  d'un  fragment  non  mesure 

(nouveau  signe). 

On  pratique  egalement  la  repetition  d'un  fragment  non  mesure' 


•  * 


En  ce  cas,  le  commencement  du  fragment  a  repeter  est  precede  du  signe  ■  %  » 
(points  1-6  2-3-5-6)  (voir  exemple  1+). 

CC5VIHENTAIRE:   L'analyse  de  1' exemple  1+  demontre  que,  sans  ce  nouveau  signe, 

ou  bien  le  passage  doit  etre  ecrit  en  toutes  notes,  ou  bien 
le  signe  ordinaire  de  repetition  prete  a.  confusion. 

Numero  LU3:  silences  ne  figurant  pas  sur  le  texte  en  noir. 

"Lorsque  le  texte  musical  est  divise  en  phrases  et  que  seule  la 
partie  affectee  a  l'une  des  mains  est  occupee  par  un  passage  a  mains  alternees, 
on  est  quelquefois  oblige  d'introduire  dans  la  partie  reservee  a  1' autre  main, 
des  silences  qui  ne  figurent  pas  toujours  sur  le  texte  en  noir."  Ces  silences 
sont  prec6des  du  point  5  (voir  exemple  5). 

Ce  nouveau  signe  doit  etre  utilise  dans  tous  les  autres  cas  ou 
on  est  oblige  d'introduire  des  silences  qui  ne  figurent  pas  sur  le  texte  en  noir. 


Communique  No.  I 

Zentrales  Vor-Konf erenz  Kommittee 

fur  Braille  llusik  Notation  and  Verteilung 

Lj  Vf,  Rodenberg,  Vors  it  zander 
Welt  Eraille  llusik  Berater  fur  UNESCO 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.S.A. 

Der  Sachvorst'andigc  fur  UNESCO  hat  die  Aufgabo,  die  technischon 
Abhandlungen  vorzubereiten,  die  bei  der  Internationalen  Konferenz 
fur  Braille  Husik  vom  22.-30.  Juni  195^  in  Paris  (Frankreich)  als 
Ausgangspunkt  dienen  sollen.   Der  Sachvorstandigc  hat  ein  Vor- 
Konf  erenz  Zentralkommittee  ernannt,  dessen  liitglieder  ihm  bei  dieser 
Arbeit  helfen  werden.   Die  Mitglicder  dieses  Kommittees  sind  die 
Herren  Robert  Robitaille  und  Jean  Di  Biasio  aus  Montreal,  Charles  J. 
Boetz  und  Theodore  Taferner  aus  New  York,  und  der  Sachverstandige 
selbst.   Das  Kommittee  hielt  seine  erste  Sitzung  in  New  York,  am  ^. 
und  5.  Dezember  1953  und  einigte  sich  auf  die  folgenden  G-rund- 
prinzlpien  fur  weitere  Arbeit: 

1.  Das  Vor-Konf erenz  Zentralkommittee  halt  es  fur  unbedingt  notig, 
dass  sich  in  alien  Landern  lokale  Vorkonferenz  Kommittees  bilden, 
odor  -  wo  solche  Kommittees  schon  bestehen,  -  dass  diese  mit  dem 
Zentralkommittee  in  Verbindung  treten. 

2.  Das  Vor-Konf erenz  Zentralkommittee  bittet  alle  lokalen  Vorkom- 
mittees,  dem  Sachverstandigen  von  Zeit  zu  Zeit  vor  der  Pariser 
Konferenz  ihre  Vorschlage  und  Ideen  ftbor  Braille  Musik  Notation, 
internationale  Listenverzeichnisse  und  Verteilung  vorzulegen. 

3.  Das  Vor-Konf erenz  Zentralkommittee  wird  alle  Ideen  und  Vorschlage, 
die  dem  Sachverstandigen  zugehen,  klassif izieren. 

k,  Vor  der  Konferenz  werden  alle  lokalen  Vor-Kommittees  von  Zeit 
zu  Zeit  Communiques  erhalten,  urn  sie  mit  den  eingelauf enen  Ideen 
und  Vorschlagen  auf  dem  Laufenden  zu  halten.  Alle  Kommentare  zu 
diesem  Communique  sind  dem  Vor-Konf erenz  Zentralkommittee  hochst 
willkommen. 

5.  Aus  den  empfangenen  Ideen  und  Vorschlagen  und  seiner  eigenen 
Analyse  der  Probleme  wird  das  Vor-Konf erenz  Zentralkommittee  in 
definitiver  Form  das  Material  sowie  die  alternativen  Vorschlage  fur 
die  Pariser  Konferenz  vorbereiten.   Das  Kommittee  hofft,  dass  der 
vorliegende  Plan  das  gross.t-mogliche  Interesse  und  Zusammenwirken 
mit  dem  Zeil  universaler  Ubereinkunft  fo'rdern  wird.   Alle  Vor- 
kommittees  werden  dringend  gebeten,  die  folgenden  Ziele  in  dem 
Programs!  fur  3inheitllchkeit  zu  erwagen: 

a)  Die  Ratsamkeit,  ein  unlversales  Handbuch  fur  alle  Lander 
herauszubringen. 

b)  Zu  diesem  Zwecke,  die  Revision,  Klarstellung  und  Erwciterung  des 
Internationalen  Handbuches  von  1929. 


•  < 

c)  Ubereinstimmung  im  " Qebrauch  wo  Dlfferenzen  bestehen,  mit 
besonderer  Beachtung  aer  Direktion  der  Akkorde  im  Diskant  und 
der  Anordnung  der  Stimmen  auf  der  Braille  Seite. 

d)  Erganzungen  zum  international en  Handbuch: 

G-regorianischer  Kirchengesang 

Indische  Musik 

Braille  Notation  fur  Ensembles 

Bisher  nicht  behandelte  Instrument e 

Figuralbass 

Kurzschrift-Notatlon  fur  Tanzmusik 

e)  Erwagung  von  Planen,  die  weltweite  Produktion,  Kataloglsierung 
und  Verteilung  von  Braille  Ilusik  zu  vereinfachen, 

f )  G-rundliche  Betrachtung  von  Problemen  betreffs  der  Verlagsrechte 
von  Braille  liusik. 

g)  Einsetzung  einer  Naohkonf erenz-Kommission  zur  Losung  von  Problemen, 
die  aus  der  Pariser  Konferenz  hervorgehen  oder  sioh  spater 

zeigen  werden. 


Bts&tflloh  d«r  eratan  Voraohllge,  Aim  m%k»  Qu«bt«  &mkmtmmn  slnd# 
a  aha  .>eifca  sw«l  d*r  Ifrontoaleha  Au»f?ab«. 
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Communique  No.  I 

Zentrales  Vor-Konf erenz  Kommittee 

fur  Braille  liusik  Notation  and  Verteilung 

L,  \i ,   Rodenberg,  Vors it zander 
Welt  Eraille  liusik  Berator  fur  UNESCO 
Illinois  School  for  tho  Blind 
Jacksonville,  Illinois,  U.S.A. 

Dor  Sachvorstandige  fur  UNESCO  hat  die  Aufgabo,  die  technischon 
Abhandlungen  vorzubcroiten,  die  bei  der  Internationalen  Konf erenz 
fur  Braille  liusik  vom  22.-30.  Juni  195^  in  Paris  (Frankreich)  als 
Ausgrngspunkt  dienen  sollen.   Der  Sachvorstandige  hat  ein  Vor- 
Konf  erenz  Zentralkommittoe  ernannt,  dessen  liitglieder  ihm  bei  dieser 
Arbeit  helfen  werden.   Die  Mitglieder  dieses  Kommittees  slnd  die 
Herren  Robert  Robitaille  und  Jean  Di  Biasio  aus  Montreal,  Charles  J. 
Beetz  und  Theodore  Taferner  aus  New  York,  und  der  Sachvorstandige 
selbst.   Das  Kommittee  hielt  seine  erste  Sitzung  in  New  York,  am  k, 
und  5.  Dezember  1953  und  einigte  sich  auf  die  folgenden  G-rund- 
prinzipien  fur  weitere  Arbeit: 

1.  Das  Vor-Konf erenz  Zentralkommittee  halt  es  fur  unbedingt  notig, 
dass  sich  in  alien  Landern  lokale  Vorkonferenz  Kommittees  bilden, 
oder  -  wo  solche  Kommittees  schon  bestehen,  -  dass  diese  mit  dem 
Zentralkommittee  in  Verbindung  tret en. 

2.  Das  Vor-Konf erenz  Zentralkommittee  bittet  alio  lokalen  Vorkom- 
mittees,  dem  Sachverstandigen  von  Zeit  zu  Zeit  vor  der  Pariser 
Konferenz  ihre  Vorschlage  und  Ideen  uber  Braille  liusik  Notation, 
internationale  Listenverzeichnisse  und  Verteilung  vorzulegen, 

3.  Das  Vor-Konf erenz  Zentralkommittee  wird  alle  Ideen  und  Vorschlage, 
die  dem  Sachverstandigen  zugehen,  klassif izieren. 

k,  Vor  der  Konferenz  werden  alle  lokalen  Vor-Kommittees  von  Zeit 
zu  Zeit  Communiques  erhalten,  urn  sie  mit  den  eingelauf enen  Ideen 
und  Vorschlagen  auf  dem  Laufenden  zu  halt en.  Alle  Kommentare  zu 
diesem  Communique  sind  dem  Vor-Konf erenz  Zentralkommittee  hbchst 
willkommen. 

5,  Aus  den  empfangenen  Ideen  und  Vorschlagen  und  seiner  eigenen 
Analyse  der  Probleme  wird  das  Vor-Konf erenz  Zentralkommittee  in 
definitiver  Form  das  Material  sowie  die  alternativen  Vorschlage  fur 
die  Pariser  Konferenz  vorbereiten.   Das  Kommittee  hofft,  dass  der 
vorliegende  Plan  das  gross.t-mogliche  Interesse  und  Zusammenwirken 
mit  dem  Zeil  universaler  Ubereinkunft  fo'rdern  wird.   Alle  Vor- 
kommittees  werden  dringend  gebeten,  die  folgenden  Ziele  in  dem 
Programm  fur  Einheitllchkeit  zu  erwagen: 

a)  Die  Ratsamkeit,  ein  unlversales  Handbuch  fur  alle  Lander 
herauszubringen. 

b)  Zu  diesem  Zwecke,  die  Revision,  Klarstellung  und  Erweiterung  des 
Internationalen  Handbuches  von  1929. 
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c)  Ubereinstimmung  lm  "{jebrauch  wo  Differenzen  bestehen,  mit 
besonderer  Beaohtung  aer  Direktion  der  Akkorde  im  Diskant  und 
der  Anordnung  der  Stimmen  auf  der  Braille  Seite. 

d)  Erganzungen  zum  international en  Handbuch: 

Oregorianischer  Kirchengesang 

Indisohe  Musik 

Braille  Notation  .fur  Ensembles 

Bisher  nicht  behandelte  Instrumente 

Figuralbass 

Kurzschrift-Notation  fur  Tanzmusik 

e)  Ervagung  von  Planen,  die  weltweite  Produktion,  Katalogisierung 
und  Verteilung  von  Braille  llusik  zu  vereinfachen. 

f )  G-rundliche  Betrachtung  von  Problemen  betreffs  der  Verlagsrechte 
von  Braille  llusik. 

g)  Einsetzung  einer  Nachkonf erenz-Kommission  zur  Losung  von  Problemen, 
die  aus  der  Pariser  Konferenz  hervorgehen  oder  sich  spater 

zeigen  werden. 


Bezuglich  der  ersten  Vorschlage,  die  aus  Quebec  Sekommen  sind, 
sehe  Seite  zwei  der  Franzosiche  Ausgabe. 


COMMUNIQUE  NUMBER  TWO 

CENTRAL  PRE-CONFERENCE  COMMITTEE  ON 

BRAILLE  MUSIC  NOTATION  AND  DISTRIBUTION 

L.W,  RODENBERG,  CHAIRMAN 
WORLD  BRAILLE  COUNCIL  MUSIC  CONSULTANT  FOR  UNESCO 
ILLINOIS  SCHOOL  FOR  THE  BLIND 
JACKSONVILLE,  ILLINOIS 

U.  S.  A. 


The  American  Sub-Committee  on  Braille  Musio,  at  its  Meeting 
held  in  November  1953,  adopted  the  following  recommendations: 

1.  that  the  ink-print  pagination  be  indicated  in  Braille. 

2.  that  the  principle  of  bar-numbering  be  employed,  preferably  with 
numerals  in  the  left  margin  before  first  lines  of  parallels  or  seg- 
ments, with  limitations  to  be  determined  later. 

3.  that  distant  repetitions  be  made  by  bar  numbers,  but  that  immediate 
or  backward-count  repetitions  may  be  employed  up  to  a  four-measure 
limit. 

4.  that  the  downward  reading  of  intervals  and  in-accords  in  the  treble 
be  favoured  in  all  styles  and  consequently  that  Rule  21  of  the  1929 
international  manual  be  reaffirmed. 

5.  that  the  end  of  a  segno  repeat  leading  to  a  coda  (represented  in 
ink-print  by  an  encircled  cross)  be  indicated  in  Braille  by  the 

sign  ••  ••  (points  3-4-6  1-2-3)  and  that  the  beginning  of  the  ooda 
(represented  in  ink-print  by  the  same  sign  -  the  encircled  cross-) 

'  '  '. '.  •  ' 

be  indicated  in  Braille  by  the  sign*.  *  i  i  \  \  (points  5  3-4-6  1-2-3)  . 

6.  that  the  international  manual  should  be  provided  with  a  complete 
alphabetical  index. 

The  American  Sub-Committee  also  recommended  the  following: 

7.  that  special  study  be  given: 

(a)  the  German  scoring  of  vocal  ensemble  musio,  count  over 
count; 

(b)  the  French  scoring  of  songs,  one  line  of  words  over  one 
line  of  music; 

(c)  the  Amerioan  experimental  scoring  of  separate  choral  parts 
of  vocal  music  by  a  right-left  division  of  the  page  with 
words  and  notes  corresponding  in  each  line, 

8.  that  prominent  publishers  of  ink-print  music  be  consulted  regarding 
a  liberal  plan  for  Braille  copyright  permission. 

9.  that  an  American  Sub-Committee  be  appointed  to  study  the  problems  of 
a  universal  style  for  setting  out  of  parts  on  the  Braille  page,  and 
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to  further  evaluate  the  views  of  departments  of  music  in  American 
schools  for  the  Blind. 

10,  that  the  United  States  be  represented  at  the  Paris  Conference  by- 
Mr,  Harry  J".  Ditzler,  Director  of  Music,  New  Mexico  School  for  the 
Blind,  Chairman  of  the  Sub-Committee,  and  by  Mrs,  Nelle  Edwards, 
Director  of  Braille  Music  Transcription  at  the  American  Printing 
House  for  the  Blind. 


COMMUNIQUE  NUMBER  TWO 

CENTRAL  PRE-CONFERENCE  COMMITTEE  ON 

BRAILLE  MUSIC  NOTATION  AND  DISTRIBUTION 

L.W.  RODENBERG,  CHAIRMAN 
WORLD  BRAILLE  COUNCIL  MUSIC  CONSULTANT  FOR  UNESCO 
ILLINOIS  SCHOOL  FOR  THE  BLIND 
JACKSONVILLE,  ILLINOIS 
U.  S.  A. 


The  American  Sub-Committee  on  Braille  Musio,  at  its  Meeting 
held  in  November  1953,  adopted  the  following  recommendations: 

1.  that  the  ink-print  pagination  be  indicated  in  Braille. 

2.  that  the  principle  of  bar-numbering  be  employed,  preferably  with 
numerals  in  the  left  margin  before  first  lines  of  parallels  or  seg- 
ments, with  limitations  to  be  determined  later. 

3.  that  distant  repetitions  be  made  by  bar  numbers,  but  that  immediate 
or  backward -count  repetitions  may  be  employed  up  to  a  four-measure 
limit. 

4.  that  the  downward  reading  of  intervals  and  in-accords  in  the  treble 
be  favoured  in  all  styles  and  consequently  that  Rule  21  of  the  1929 
international  manual  be  reaffirmed, 

5.  that  the  end  of  a  segno  repeat  leading  to  a  coda  (represented  in 
ink-print  by  an  encircled  cross)  be  indicated  in  Braille  by  the 

.  «  •  * 

sign  ••  ••'  (points  3-4-6  1-2-3)  and  that  the  beginning  of  the  coda 
(represented  in  ink-print  by  the  same  sign  -  the  encircled  cross-) 

be  indicated  in  Braille  by  the  sign',  t  « •  \  '.  (points  5  3-4-6  1-2-3) 

6.  that  the  international  manual  should  be  provided  with  a  complete 
alphabetical  index. 

The  American  Sub-Committee  also  recommended  the  following: 

7.  that  special  study  be  given: 

(a)  the  German  scoring  of  vocal  ensemble  music,  count  over 
count; 

(b)  the  French  scoring  of  songs,  one  line  of  words  over  one 
line  of  music; 

(c)  the  American  experimental  scoring  of  separate  choral  carts 
of  vocal  music  by  a  right-left  division  of  the  page  wch 
words  and  notes  corresponding  in  each  line. 

8.  that  prominent  publishers  of  ink-print  music  be  consulted  regarding 
a  liberal  plan  for  Braille  copyright  permission. 

9.  that  an  American  cub-Committee  be  appointed  to  study  the  problems  of 
a  universal  style  for  setting  out  of  parts  on  the  Braille  page,  and 
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to  further  evaluate  the  views  of  departments  of  music  in  American 
schools  for  the  Blind. 


10,  that  the  United  States  be  represented  at  the  Paris  Conference  by 
Mr,  Harry  J.  Ditzler,  Director  of  Music,  New  Mexico  School  for  the 
Blind,  Chairman  of  the  Sub-Committee,  and  by  Mrs,  Nelle  Edwards, 
Director  of  Braille  Music  Transoription  at  the  American  Printing 
House  for  the  Blind. 


GOI'-MONICPE  NUMERO  DEUX 
COMMISSION  PRE-OONFERENCE  CENTRALE  POUR  LA 
DISTRIBUTION  ET  LA  NOTATION  DE  LA  lUSIQUE   BRAILLE 

L.  W.  RODENBERG,  PRESIDENT 
AVISLUR  MUSICAL  DE  L  ♦UNESCO  POUR  LE  CONSEIL  MONDIAL  DU  BRAILLE 

Illinois  School  for  the  Blind 
Jacksonville,  Illinois, 
U.S.A. 


Le  "Sous-Comite  americain  pour  la  musique  braille5', 
a  la  suite  de  sa  reunion  de  novembre  1953,  recommande: 

1.  Q,ue  la  pagination  en  noir  soit  indiquee  en  braille. 

2.  Q,ue  le  principe  du  numerotage  des  mesures  soit  ap- 
plique, en  inscrivant  les  chiffres  de  preference  en 
tete  des  lignes  ou  des  fragments  de  phrases  et  en 
tenant  compte  des  precisions  qui  seront  determiniees 
plus  tard. 

3.  Que  la  repetition  d'un  passage  eloigne  soit  commandee 
en  rappelant  le  numero  de  la  premiere  et  celui  de  la 
derniere  mesure  du  fragment  a  reprendre,  et  celle  d'un 
passage  rapproche  -  dans  une  limite  de  quatre  mesures  -, 
en^indiquant  combien  de  mesures  il  faut  revenir  en  ar- 
riere  et  le  nombre  de  mesures  a  repeter. 

4.  Q,ue  la  direction  descendante  des  accords  et  des  copules 
dans  les  parties  elevees  soit  universellement  pratiquee, 
quelque  soit  la  disposition  adoptee,  et  en  consequence, 
que  1' application  du  numero  21  du  traite  de  1929  soit 
generalisee. 

5.  Q,ue  1' indication  al  coda  et  la  coda  elle-meme  (toc.tes 
deux  representees  en  noir  par  une  croix  encerclee) 
soient  respectivement  representees  en  braille  par  le 

signe  »«   '.  •'  (points  3-4-6  1-2-3)  et  par  le  meme  signe 
precede  du  point  5. 

6.  Q,u'au  nouveau  manuel  international  soit  ajouts  un 
index  alphabetique  complet. 

Le  "Sous-comite  americain'1'  recommande  en  outre: 

7.  Q,u'une  etude  speciale  soit  faite 

a)  de  la  disposition,  temps  sur  temps,  adoptee  en 
Allemagne  pour  la  musique  de  chant  d 'ensemble; 
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b)  de   la  disposition  adoptee  en  France  pour   la 
musique  de    chant   solo  avec  une   ligne  de 
paroles    suivie   d'une   ligne   de  musique; 

c)  de   la   disposition  a   1'etat  d' experience   aux 
Etats-Unis,   pour   la  musique   vocale  avec  paroles 
a  gauche   et  musique   a   droite   sur  une  meme   ligne, 

8.  Q,ue    les   principaux  editeurs   de  musique   en  noir   soient 
appro ches   en  vue  d'un  plan  pratique  pour   l'obtention 
de   droits   d'auteurs  pour   la  musique  braille, 

9.  Qn'une   commission   amSricainespeciale   soit  nommee  pour 
l'etude   de  problemes   relatifs   a   la   disposition   du  texte 
et  pour   analyser   les  points   de  vue  des  sections   de  mu- 
sique dans   les   ecoles   americaines   pour  aveugles. 

10.  Q,ue   les  Itats-Unis   soient  representes   a   la    conference 
de  Paris   par  M.    Harry  J.   Ditzler,    directeur    de  musique 
a   la  New  Mexico  School  for  the  Blind,   president  da 
"Soas-Comite   americain'7,    et  Mme  Nelle  SdwardSj    direc* 
trice  de   la  Transcription  de  musique   braille  a  la 
American  Printing  House  for  the  Blind, 
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COIMJNIQUE  NUMERO  DEUX 
COMMISSION  PKE-CONFERENCI!  CENTRALE  POUR  LA 
DISTRIBUTION  ET  LA  NOTATION  DE  LA  1 IBIQUE  BRAILLE 

L.  W.  RODENBERG,  PRESIDENT 
AVTSLUR  MUSICAL  DE  Lf UNESCO  POUR  LE  OONSEIL  MONDIAL  DU  BRAILLE 

Illinois  School  for  the  Blind 
Jacksonville,  Illinois, 
U.S.A. 


Le  "Sous-Comite  americain  pour  la  rausique  braille''', 
a  la  suite  de  sa  reunion  de  novembre  1953,  recommande: 

1.  Que  le  pagination  en  noir  soit  indiquee  en  braille. 

2.  Q,ue  le  principe  du  num6rotage  des  mesures  soit  ap- 
plique, en  inscrivant  les  ciiiffres  de  preference  en 
tete  des  lignes  ou  des  fragments  de  phrases  et  en 
tenant  compte  des  precisions  qui  seront  determiniees 
plus  tard. 

3.  Q,ue  la  repetition  d'un  passage  eloign^  soit  command ee 
en  rappelant  le  numero  de  la  premiere  et  celui  de  la 
derniere  mesure  du  fragment  a  reprendre,  et  celle  d'un 
passage  rapproche  -  dans  une  limite  de  quatre  mesures  -, 
en^indiquant  combien  de  mesures  il  faut  revenir  en  er- 
riere  et  le  nombre  de  mesures  a  repeter. 

4.  Que  la  direction  descendante  des  accords  et  des  copules 
dans  les  parties  elevees  soit  universellement  pratiquee, 
quelque  soit  la  disposition  adoptee,  et  en  consequence, 
que  l1 application  du  numero  21  du  traite  de  1929  "soit 
generalisee. 

5.  Que  lf indication  al  coda  et  la  coda  elle-meme  (toutes 
deux  representees  en  noir  par  une  croix  encerclee) 
soient  respectiveraent  representees  en  braille  par  le 

•  •   • ' 

signe»i        •  •   (points   3-4-6   1-2-3)    et  par   le  meme   signe 
precede  du  point   5. 

6.  Qu'au  nouveau  manuel   international   soit   ajoute   un 
index  alphabetic ue  complet. 

Le  "Sous-comite  americain''  recommande  en  outre: 

V.        Q,u*une  etude  speciale  soit  faite 

a)  de  la  disposition,  temps  sur  temps,  adoptee  en 
Allemagne  pour  la  rausique  de  chant  d' ensemble; 


. 


■    ■. 


■ 


' 


-2- 

b)  de   la  disposition   adoptee  en  France  pour   la 
musique  de   chant   solo   avec  une   ligne  de 
paroles    suivie  d'une   ligne  de  musique; 

c)  de   la   disposition  a   l'etat  d' experience   aux 
Etats-Unis,    pour   la  musique   vocale  avec  paroles 
a  gauche   et  musique   a  droite   sur  une  meme   ligne* 

8.  Q,ue    les   principaux  editeurs    de  musique   en  noir   soient 
a^proches   en  vue  d'un   •  Ian  pratique  pour   l'obtention 
de   droits   d'auteurs  pour   la  musique  braille. 

9.  Qu'une   commission   amsricaine sp^ciale   soit  nominee  pour 
lf etude   de  problemes   relatifs   a   la   disposition   du  texte 
et  pour   analyser   les  points   de  vue  des  sections   de  mu- 
sique dans   les   ecoles   americaines   pour  aveugles. 

10.  Q,ue   les  Etats-Unis   soient  represented   a    la    conference 
de  Paris  par  M.    Harry  J*.   Ditzler,    directeur    de  musique 
a   la  New  Mexico  School  for  the  Blind,    president  du 
"Sous-Comite   americain",    et  Mme  Nelle  Edwards,    direc- 
trice  de   la  Transcription  de  musique  braille   a   la 
American  Printing  House  for   the  Blind. 
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COMMUNIQUE  NO,  3 

World  Braille  Council  Music  Consultant 

for  UNESCO 

L.  W,  Rodenberg 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.  S.  A. 

N.  B. 

To  ensure  that  maximum  agreement  be  achieved  at  the  Paris  conference 
in  July,  the  Consultant  urges  all  participating  national  organiza- 
tions to  co-operate  fully  along  the  following  lines: 

1.  That  participating  national  organizations  make  every  effort  to 
ensure  an  early  reply  to  the  letter  of  invitation  dated  December  9, 
1953,  from  the  conference  sponsors.   It  is  especially  important 
that  complete  details  of  your  selected  delegate(s)  be  forwarded 
without  delay  to  the  Secretary-General,  World  Council  for  the 
Welfare  of  the  Blind,  22  W.  17th  Street,  New  York  11,  N.  Y. 

2.  That  your  selected  delegate(s)  be  given  every  opportunity  for 
becoming  familiar  with  the  views  of  all  competent  organizations 
and  individuals  in  your  country  on  the  several  matters  listed  on 
the  proposed  agenda  already  in  your  possession,  and  that  all  such 
views  be  given  due  consideration  in  the  formulation  of  your 
national  opinion, 

3.  That  you  inform  the  Consultant  by  return  air  mail  how  many 
copies  of  each  Communique  are  desired  by  you  for  your  correspondence 
with  other  experts  in  your  country. 

Kindly  send  to  the  Consultant  your  suggestions  and  proposals  for 
announcement  in  these  Communiques  prior  to  the  conference.   These 
should  be  brief  and  should  bear  reference  to  the  chapter  or 
paragraph  in  the  1929  International  Braille  Music  Notation. 

1929,  12   (Letter  C  time  signatures,) 

When  in  the  inkprint  copy  the  letter  C  indicates  4/4,  the 
indication  in  braille  must  always  be  the  sign  4-6,  1-4.   When  in 
the  inkprint  copy  the  barred  letter  C  indicates  2/2,  the  indication 
in  braille  must  always  be  the  sign  4-5-6,  1-4, 

1929,  28  (Added  at  the  end  of  Chapter  V  on  Chords  and  Intervals.) 

To  Inform  the  reader  of  the  upward  or  downward  reckoning  of 
Intervals  in  the  right-hand  part  in  all  music  printed  prior  to  the 
1954  Paris  conference  and  catalogued  for  international  distribution, 
the  direction  of  chords  in  the  treble  must  be  marked  above  the 
first  line  of  the  text  or  on  a  fillet  of  paper  inserted  with  the 
first  page,  as  follows:   (See  Example  6  .) 

1929,  64  (Indications  of  movement  and  expression — the  word-sign  and 
parentheses. ) 
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(Second  sentence  revised:)   They  must  be  preceded  by  the  sign 
3-4-5  called  word  sign,  in  order  to  distinguish  them  from  musical 
characters,  and  must  be  terminated  by  point  3.   The  octave  mark 
follows  only  when  required  by  melodic  skip, 

(Second  par.  revised: )   When  an  indication  of  expression  or 
other  direction  consists  of  a  long  word  or  of  two  or  more  words, 
it  is  always  written  in  parentheses  without  the  word  sign  and  a 
blank  space  precedes  and  follows  it.   When  such  an  expression 
occurs  within  a  measure,  the  music  is  broken  off  before  the 
indication  by  the  music  hyphen  and  resumes  after  the  indication 
with  the  octave  mark.  (See  Example   7  ) 

(Comment:   This  proposal  aims  to  choose  only  one  of  the  several 
plans  suggested  in  the  1929  notation. ) 

1929,  176   (Vocal  music,  added  paragraph. ) 

When  in  choral  music  one  of  the  parts  is  temporarily  divided, 
the  measure  is  preceded  by  the  sign  3-^  and  the  two  parts  are 
joined  by  the  in-accord  sign  1-2-6,  3-^-5* 

(Comment:   This  sign  would  warn  the  readers  who  are  assigned  to 
sing  the  divisi  part. ) 

SHORT-FORM  SCORING-. 
(Proposed  by  the  Canadien  Pre-Conf erence  Committee) 

1.  In  short-form  scoring — used  for  entertainment  music — where 
only  the  melody  and  letter-chords  are  written,  the  name  and  duration 
of  chords  are  represented  in  Braille  by  the  conventional  signs 

for  notes  and  time-values  and  the  type  of  chords  by  special  symbols. 

One  measure  of  melody  is  written  first,  followed,  without  inter- 
vening space,  by  the  chord  sign   .  . .  (points  6,3-6),  and  the 
indication  of  corresponding  chords. 

2.  Type  of  chords.   When,  in  inkprint ,  the  name  of  a  chord  is 
not  accompanied  by  any  indication  concerning  the  type  of  that  chord, 
none  of  the  special  symbols  follow  the  note  by  which  it  is  repre- 
sented in  Braille  and  the  chord  is  major.   (See  example  8) 
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TABLE  ONE 

Inkprint 

Braille 

Points 

Chords 

Intervals 

in 

• 
•  • 

2-3-6 

minor 

dim  or  dim7 

•  • 
• 

2-5-6 

diminished 

4-  or  aug 

• 
• 

2-6 

augmented 

augmented  5th 

ma  J  7 

•  • 
• 

2-3-5  _ 

major  7th 

major  7th 

k   or  sus4- 

• 
• 

•  • 

3_JLj,_5_6 

perfect  ifth 

6 

• 

•  • 

3-5-6 

major  and  6th 

major  6th 

7 

•  e 

2-5 

dominant  7th 

minor  7th 

9 

0 

c 

3-^ 

dominant  major  9th 

major  9th 

11 

• 

0 

•  • 

5,3-4-5- 

•6 

11th  on  dominant 

13 

• 

•  • 

5,3-5-6 

13th  on  dominant 

(See  example  9) 

All  these  signs  can  be  combined  as  follows: 

Inkprint      Braille  Points  Chords 

m6  :.  .:    2-3-6,3-5-6  Minor  and  6th 

m7  I.  "    2-3-6,2-5  Minor  7th 

***  *.  '■     2-6,2-5  Dominant  7th  with  augmented 

5th 

« 
aug9         *.  .     2-6,3-4-  Dominant  major  9th  with 

augmented  5th 

(See  example  10) 

Intervals  can  also  be  accompanied  by  alterations  as  in  the 
following  chords : 


Inkorint 

Braille 

Points 

Chords 

bS 

• 

•    • 
•  • 

1-2-6,3-5 

major  with  dim. 5th 

b9 

• 
•  • 

1-2-6,3-4- 

Dominant  minor  9th 

lb  5 

•    •  •  • 

•  • 

1-2-6,3-5, 

2-5 

Dominant  7th  with 
diminished  5th 

m7  >  5    ••   ••* 

(See  example  11) 

2-3-6,1-2- 
3-5,2-5 

.6, 

Minor  7th  with  diminished 
5th 

•      *  m 
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But  if  the  lnkprint  copy  uses  the  "minus"  sign  (a  dash),  the  sign  * 
(points  5-6)  is  placed  before  the  interval.   (See  example  12) 

Notice  that  the  use  of  symbols,  Intervals  and  alterations  render 
possible  any  other  indication  of  chords  not  mentioned  here. 

3.  Duration  of  chords.   The  duration  of  chords  is  indicated  by 
time  values.   (See  example  13). 

When  the  harmony  is  prolonged  throughout  the  entire  next  measure  or 
measures,  the  chord  is  not  repeated.   (See  example  14) 

But  if  the  prolonged  harmony  terminates  during  the  course  of  a 
measure,  the  chord  must  be  repeated  with  the  appropriate  time-value 
to  show  where  the  next  chord  will  take  place.   (See  example  15) 

When  the  duration  of  a  chord  requires  the  use  of  a  tie,  the  tie- 
sign  is  written  after  the  chord  symbols  and  these  symbols  are  not 
repeated  after  the  tied  note.   In  short-form  scoring,  the  tie-sign 

(points  1-4)  instead  of  the  sign       (points  4,1-4)  is  tolerated, 
(See  example  16) 

4.  Key  Signature.   Unlike  the  inkprint  practice  the  key  signature 
applies  to  the  chord  score  as  well  as  to  the  melody*   (See  example 
17a). 

Note:   The  chords  on  the  ink  copy  read:   2b,  Fm,  B)?7>  EK   (see  also 
example  17b) 

Note:   The  chords  on  the  ink  copy  read:   Db,  Ddlm,  EJ>m,  A9»  Ab9> 
D/>6. 

5.  Repeats.   In  a  great  number  of  selections  written  in  short- 
form — the  first  measures,  usually  the  first  eight  measures — are 
played  three  times.   In  Braille  this  passage  is  written  only  once. 
To  indicate  a  first  repetition  of  the  original  passage,  a  double- 
bar  repeat  sign  is  used.   The  repetition  usually  appears  after 
the  secondary  theme.   It  is  then  indicated  by  the  Da  Capo  sign. 

Generally  this  original  passage  has  a  different  ending  every  time 

it  is  heard.   The  first  and  Second  endings  are  indicated,  respective- 

ly>  "by  the  signs  .    (points  1-3)  and  \      (points  1-2-3),  placed 
close-up  before  the  first  note  of  the  ending.   No  double-bar  repeat 
sign  is  then  needed.   The  third  ending  does  not  require  any  special 
symbol  since  it  always  follows  the  Da  Capo  sign. 

When  the  third  ending  is  different  from  the  other  two,  the  convention- 

al  sign  ,  (points  1-6),  placed  close-up  after  the  last  note  to  be 
repeated  is  written  in  the  original  transcription  and  the  number 
of  repeated  measures  is  indicated  after  the  Da  Capo  sign. 

If  the  third  ending  is  like  the  first  or  second  ending,  the  Da  Capo 
is  followed  accordingly  by  the  symbols  representing  the  first  or 
the  second  ending. 
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In  a  chorus  containing  no  secondary  theme,  the  original  passage  is 
usually  repeated  just  once  and  the  repeat  is  indicated  by  the 
Da  Capo  sign. 

If  the  last  notes  and  indications  of  chords  of  a  repeated  passage 
are  exactly  the  same  as  those  preceding  the  first  complete  measure, 
such  notes  and  indications  of  chords  are  not  reproduced  twice. 

6,    Division  of  the  text.   The  following  signs  are  prescribed  for 

the  most  commonly  used  divisions: 


o*  -    (points  3-^-5,3),  introduction, 
•;  ;    (points  3-^-5.2),  verse, 

(points  3-^-5>l)>  chorus  or  refrain, 
but  if  only  the  chorus  is  written  no  sign  is  required. 

7.    Setting-up  of  the  text.   The  title  is  written  beginning  in 
the  first  cell  of  the  first  line,   linen  possible,  the  tempo  is 
written  on  the  same  line  as  the  title.   Otherwise,  it  takes  the 
second  line,  beginning  in  the  first  cell. 

The  key  signature,  followed  close-up  by  the  time  signature,  is 
written  commencing  in  the  third  cell  and  on  the  same  line  on  which 
the  musical  text  begins. 

Indentations  are  provided  at  the  following  points: 

Introduction  Secondary  theme 

Verse  After  secondary  theme 

Chorus  coda 

trio 

or  any  other  division.   If  the  chorus  contains  no  secondary  theme^ 
indentation  is  made  according  to  phrasing,  usually  dividing  it 
into  two  parts.   But  more  divisions  could  be  made,  depending  on 
the  length  of  the  chorus. 

When  making  indentations,  phrasing  must  be  of  the  greatest  accuracy 
even  if  a  double  bar  seems  to  suggest  some  other  position  or  if 
the  measure  or  the  beat  must  be  broken.   In  such  cases,  the  chord 
is  written  where  the  break  takes  place.   (see  example  18) 

A  few  notes  and  indications  of  chords  must  sometimes  be  written 
before  the  Da  Capo  and  on  the  same  line,  to  Indicate  that  they 
do  not  belong  to  the  previous  phrase. 

The  first  and  the  second  endings  of  the  original  passage  are 
written  each  commencing  at  the  beginning  of  a  line  in  the  first 
cell.   When  the  endings  are  very  short  and  can  be  included  on  the 

•   • 
same  line,  the  sign  #   ;  (points  1-3,1-2-3)  is  used  for  the  first 
ending. 
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The  names  of  composers  and  publishers,  copyright  and  all  other 
information  are  written  at  the  end. 

8.    Optional.   Certain  Braille  publishers  prefer  to  omit  the 
introduction  and  the  first  ending  of  the  chorus,  since  these  can 
be  left  to  the  musician's  talent  of  improvisation.   When  only  the 
second  ending  of  the  chorus  is  written  the  Seconda  Volta  sign  is 
not  necessary. 

Verses  which  are  never  performed  are  left  out  of  the  Braille  tran- 
scription. 

The  begin-strain  sign  is  Brailled  only  when  it  is  found  absolutely 
necessary  to  avoid  confusion.   Generally,  as  little  editing  as 
possible  is  reproduced  in  short-form  scoring. 


COMMUNIQUE  NO.  3 

World  Braille  Council  Music  Consultant 

for  UNESCO 

L.  W.  Rodenberg 
Illinois  School  for  the  Blind 
Jacksonville,  Illinois,  U.  S.  A. 

N.  B. 

To  ensure  that  maximum  agreement  "be  achieved  at  the  Paris  conference 
in  July,  the  Consultant  urges  all  participating  national  organiza- 
tions to  co-operate  fully  along  the  following  lines: 

1.  That  participating  national  organizations  make  every  effort  to 
ensure  an  early  reply  to  the  letter  of  invitation  dated  December  9, 
1953,    from  the  conference  sponsors.   It  is  especially  important 
that  complete  details  of  your  selected  delegate(s)  be  forwarded 
without  delay  to  the  Secretary-General,  World  Council  for  the 
Welfare  of  the  Blind,  22  Vf«  17th  Street,  New  York  11,  N.  Y. 

2.  That  your  selected  delegate(s)  be  given  every  opportunity  for 
becoming  familiar  with  the  views  of  all  competent  organizations 
and  individuals  in  your  couryfcry  on  the  several  matters  listed  on 
the  proposed  agenda  already  in  your  possession,  and  that  all  such 
views  be  given  due  consideration  in  the  formulation  of  your 
national  opinion, 

3.  That  you  inform  the  Consultant  by  return  air  mail  how  many 
copies  of  each  Communique  are  desired  by  you  for  your  correspondence 
with  other  experts  in  your  country. 

Kindly  send  to  the  Consultant  your  suggestions  and  proposals  for 
announcement  in  these  Communiques  prior  to  the  conference.   These 
should  be  brief  and  should  bear  reference  to  the  chapter  or 
paragraph  in  the  1929  International  Braille  Music  Notation. 

1929,  12   (Letter  C  time  signatures.) 

When  in  the  inkprint  copy  the  letter  C  indicates  4/4,  the 
indication  in  braille  must  always  be  the  sign  4-6,  1-4.   When  in 
the  inkprint  copy  the  barred  letter  C  Indicates  2/2,  the  indication 
in  braille  must  always  be  the  sign  4-5-6,  1-4. 

1929,  28  (Added  at  the  end  of  Chapter  V  on  Chords  and  Intervals.) 

To  inform  the  reader  of  the  upward  or  downward  reckoning  of 
intervals  in  the  right-hand  part  in  all  music  printed  prior  to  the 
1954  Paris  conference  and  catalogued  for  international  distribution, 
the  direction  of  chords  in  the  treble  must  be  marked  above  the 
first  line  of  the  text  or  on  a  fillet  of  paper  inserted  with  the 
first  page,  as  follows:   (See  Example  6   .) 

1929,  64  (Indications  of  movement  and  expression — the  word-sign  and 
parentheses. ) 
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(Second  sentence  revised:)   They  must  be  preceded  by  the  sign 
3-^-5  called  word  sign,  in  order  to  distinguish  them  from  musical 
characters,  and  must  be  terminated  by  point  3.   The  octave  mark 
follows  only  when  required  by  melodic  skip0 

(Second  par*  revised: )  When  an  indication  of  expression  or 
other  direction  consists  of  a  long  word  or  of  two  or  more  words, 
it  is  always  written  in  parentheses  without  the  word  sign  and  a 
blank  space  precedes  and  follows  it.   When  such  an  expression 
occurs  within  a  measure,  the  music. is  broken  off  before  the 
indication  by  the  music  hyphen  and  resumes  after  the  indication 
with  the  octave  mark.  (See  Example   ?  ) 

(Comment:   This  proposal  aims  to  choose  only  one  of  the  several 
plans  suggested  in  the  1929  notation. ) 

1929,  176   (Vocal  music,  added  paragraph.) 

When  in  choral  music  one  of  the  parts  is  temporarily  divided, 
the  measure  is  preceded  by  the  sign  3-^  and  the  two  parts  are 
joined  by  the  in-accord  sign  1-2-6,  3-^-5* 

(Comment:   This  sign  would  warn  the  readers  who  are  assigned  to 
sing  the  divisi  part. ) 

SHORT-FORM  SCORING-. 
(Proposed  by  the  Canadien  Pre-Conf erence  Committee) 

1.  In  short-form  scoring— used  for  entertainment  music — where 
only  the  melody  and  letter-chords  are  written,  the  name  and  duration 
of  chords  are  represented  in  Braille  by  the  conventional  signs 

for  notes  and  time-values  and  the  type  of  chords  by  special  symbols. 

One  measure  of  melody  is  written  first,  followed,  without  inter- 
vening space,  by  the  chord  sign   .  ..  (points  6,3-6),  and  the 
indication  of  corresponding  chords. 

2.  Type  of  chords.   When,  in  inkprint ,  the  name  of  a  chord  is 
not  accompanied  by  any  indication  concerning  the  type  of  that  chord, 
none  of  the  special  symbols  follow  the  note  by  which  it  is  repre- 
sented in  Braille  and  the  chord  is  major.   (See  example  8) 
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TABLE  ONE 


Inkprint 

Br? 

xille 

m 

• 
•  • 

dim  or  dim7 

•  • 
• 

4-  or  aug 

• 
• 

maj7 

•  • 
• 

^  or  sus4- 

• 
• 

•  • 

6 

4 
0  • 

7 

•  • 

9 

e 
< 

11 

• 

0 

0 
•  • 

13 

* 

»  • 

Chords 


Intervals 


2-3-6 

2-5-6 

2-6 

2-3-5 

3-^-5-6 

3-5-6 

2-5 

3-4-       dominant  major  9%}\     major  9th 
5,3^-.5«6  11th  on  dominant 
5>3_5_6   13th  on  dominant 
(See  example  9) 

All  these  sip;ns  can  be  combined  as  follows: 


minor 
diminished 
augmented 
major  7th 

major  and  6th 
dominant  7th 


augmented  5th 
major  7th 
perfect  4-th 
major  6th 
minor  7th 


Inkprint 
m6 

m7 
4. 

aug9 


(See  example  10) 


Braille  Points 


•   •  • 


•   •  • 


2-3-6,3-5-6 
2-3-6,2-5 

2-6,2-5 
2-6,3-4- 


Chords 

Minor  and  6th 

Minor  7th 

Dominant  7th  with  augmented 
5th 

Dominant  major  9th  with 
augmented  5th 


Intervals  can  also  be  accompanied  by  alterations  as  in  the 
following  chords : 

Chords 
major  with  dim, 5th 

Dominant  minor  9th 

Dominant  7th  with 
diminished  5th 

Minor  7th  with  diminished 
5th 
(See  example  11) 


Inkorint 

] 

Braille 

Points 

b5 

• 

•    • 
•  • 

1-2-6,3-5 

h9 

•    • 
• 
•  • 

1-2-6,3-4- 

7b  5 

• 
• 
• 

•  •  • 

• 

1-2-6,3-5,2-5 

m7*  5    I. 

• 
• 
• 

•  •  • 

• 

2-3-6,1-2-6, 
3-5,2-5 

4  *• 


.»  >  .     * 
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But  if  the  inkprlnt  copy  uses  the  "minus"  sign  (a  dash),  the  sign  t 
(points  5-6)  is  placed  before  the  interval.   (See  example  12) 

Notice  that  the  use  of  symbols,  intervals  and  alterations  render 
possible  any  other  indication  of  chords  not  mentioned  here. 

3.  Duration  of  chords.   The  duration  of  chords  is  indicated  by 
time  values.   (See  example  13). 

When  the  harmony  is  prolonged  throughout  the  entire  next  measure  or 
measures,  the  chord  is  not  repeated.   (See  example  1^) 

But  if  the  prolonged  harmony  terminates  during  the  course  of  a 
measure,  the  chord  must  be  repeated  with  the  appropriate  time-value 
to  show  where  the  next  chord  will  take  place.   (See  example  15) 

When  the  duration  of  a  chord  requires  the  use  of  a  tie,  the  tie- 
sign  is  written  after  the  chord  symbols  and  these  symbols  are  not 
repeated  after  the  tied  note.   In  short-form  scoring,  the  tie-sign 

(points  1-4)  instead  of  the  sign       (points  **,l-*0  is  tolerated, 
(See  example  16) 

4.  Key  Signature.   Unlike  the  inkprint  practice  the  key  signature 
applies  to  the  chord  score  as  well  as  to  the  melody.   (See  example 
17a). 

Note:   The  chords  on  the  ink  copy  read:   3b,  Fm,  BJ?7>  EK   (see  also 
example  17b) 

Note:   The  chords  on  the  ink  cooy  read:   Db,  Ddirn,  Efrm,  A9,  Ab9> 
D/>6, 

5.  Repeats.   In  a  great  number  of  selections  written  in  short- 
form — the  first  measures,  usually  the  first  eight  measures — are 
played  three  times.   In  Braille  this  passage  is  written  only  once. 
To  indicate  a  first  repetition  of  the  original  passage,  a  double- 
bar  repeat  sign  is  used.   The  repetition  usually  appears  after 
the  secondary  theme.   It  is  then  indicated  by  the  Da  Capo  sign. 

Generally  this  original  passage  has  a  different  ending  every  time 

it  is  heard.   The  first  and  second  endings  are  indicated,  respective- 

ly*  "by  the  signs  .    (points  1-3)  and  J   (points  1-2-3),  placed 
close-up  before  the  first  note  of  the  ending.   No  double-bar  repeat 
sign  is  then  needed.   The  third  ending  does  not  require  any  special 
symbol  since  it  always  follows  the  Da  Capo  sign. 

When  the  third  ending  is  different  from  the  other  two,  the  conventlon- 


• 


al  sign  ,  (points  1-6),  placed  close-up  after  the  last  note  to  be 
repeated  is  written  in  the  original  transcription  and  the  number 
of  repeated  measures  is  indicated  after  the  Da  Capo  sign. 

If  the  third  ending  is  like  the  first  or  second  ending,  the  Da  Capo 
is  followed  accordingly  by  the  symbols  representing  the  first  or 
the  second  ending. 
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In  a  chorus  containing  no  secondary  theme,  the  original  passage  is 
usually  repeated  Just  once  and  the  repeat  is  indicated  by  the 
Da  Capo  sign. 

If  the  last  notes  and  indications  of  chords  of  a  repeated  passage 
are  exactly  the  same  as  those  preceding  the  first  complete  measure, 
such  notes  and  indications  of  chords  are  not  reproduced  twice. 

6#    Division  of  the  text.  The  following  signs  are  prescribed  for 

the  most  commonly  used  divisions: 


• 


,  *  .    (points  3-^-5,3),  introduction, 

t*  ;    (points  3-^-5.2),  verse, 

(points  3_4-5>l)>  chorus  or  refrain. 

but  if  only  the  chorus  is  written  no  sign  is  required. 

7.    Setting-up  of  the  text.   The  title  is  written  beginning  in 
the  first  cell  of  the  first  line.   When  possible,  the  tempo  is 
written  on  the  same  line  as  the  title.   Otherwise,  it  takes  the 
second  line,  beginning  in  the  first  cell. 

The  key  signature,  followed  close-up  by  the  time  signature ^  is 
written  commencing  in  the  third  cell  and  on  the  same  line  on  which 
the  musical  text  begins. 

Indentations  are  provided  at  the  following  points: 

Introduction  Secondary  theme 

Verse  After  secondary  theme 

Chorus  coda 

trio 

or  any  other  division.   If  the  chorus  contains  no  secondary  theme ^ 
indentation  is  made  according  to  phrasing,  usually  dividing  it 
into  two  parts.   But  more  divisions  could  be  made,  depending  on 
the  length  of  the  chorus. 

When  making  indentations,  phrasing  must  be  of  the  greatest  accuracy 
even  if  a  double  bar  seems  to  suggest  some  other  position  or  if 
the  measure  or  the  beat  must  be  broken.   In  such  cases,  the  chord 
is  written  where  the  break  takes  place.   (see  example  18) 

A  few  notes  and  indications  of  chords  must  sometimes  be  written 
before  the  Da  Capo  and  on  the  same  line,  to  indicate  that  they 
do  not  belong  to  the  previous  phrase. 

The  first  and  the  second  endings  of  the  original  passage  are 
written  each  commencing  at  the  beginning  of  a  line  in  the  first 
cell.   When  the  endings  are  very  short  and  can  be  included  on  the 

•   • 
same  line,  the  sign  .   J  (points  1-3,1-2-3)  is  used  for  the  first 
ending. 


»  » 
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The  names  of  composers  and  publishers,  copyright  and  all  other 
information  are  written  at  the  end, 

8»    Optional,   Certain  Braille  publishers  prefer  to  omit  the 
introduction  and  the  first  ending  of  the  chorus,  since  these  can 
be  left  to  the  musician's  talent  of  improvisation.   When  only  the 
second  ending  of  the  chorus  is  written  the  Seconda  Volta  sign  is 
not  necessary. 

Verses  which  are  never  performed  are  left  out  of  the  Braille  tran- 
scription. 

The  begin-strain  sign  is  Brailled  only  when  it  is  found  absolutely 
necessary  to  avoid  confusion.   Generally,  as  little  editing  as 
possible  is  reproduced  in  short-form  scoring. 


Communique  No.   5 

AVI3EUR  MUSICAL  DE  L 'UNESCO 

POUR  LS  0ON9EIL  i«10  "DIAL  DU   3RAILLS 

L,   '/if.    todenberg, 
Illinois  School  for  the  Blind, 
Jacksonville,   Illinois,  U.S. A, 


N.B.   Afin  d'assurer   la  realisation  de  l'entente  la  plus  complete  a  la  Conference 
de  Paris,    en   juillet,    l'Aviseur  prie  toutes   les  organisations  nationales 
participantes   de   lui   accorder   leur  entiere  cooperation  en  se  conformant  aux 
directives  suivantes,    et  il  recommande: 

lo  3ue  toutes  ces  organisations  s'efforcent  de  r^pondre  le  plus  tot  possible  a  la 
lettre  d' invitation  regue   dee  officiels  de  la  Conference  et  datee  du  9  de*cembre 
1955.      II  est  tout  particulierement,    important  de   faire  parvenir  sans  delai  au 
secretaire-general  du      Jonseil  mondial  pour  le  3ien-3tre  des  Aveugles"   (22  west, 
17th  street,  New-York  11,  N.Y.),   tous  les   details  concernant  votre  ou  voo 
delegues. 

2o  3u'on  prenne  les  mesures  necessaires  pour  permettre  a  votre  delegation  de  se 
renseigner  aupr&s   des  organisations  et   des  personnes  qualifiees  en  vue   de 
connaitre   leur  opinion   sur   les   diverses   questions   inacrites  a   l'agenda  temporaire, 
deja  recu;   et  qu'on  tienne  compte  de  cette  opinion  en  exposant  les  points  de  vue 
de  votre  pays. 

On  est  egalement  prie  de  faire  parvenir  a  l'Aviseur,    d'ici  la  Conference,   toutes 
suggestions  et  propositions  destinees  a.  etre  publiees  dans  ces   communiques. 
Celles-ci  devront  etre  exprimees  bri^vement  et  elles  devront  rappeler,    lorsqu'il 
y  a  lieu,    le  paragraphs  et  l'alinea  de  la  "Notation  musicale   Braille"    de   1929 
auxquels  elles   se   ra^portent. 

1929,    12  (la  lettre  C   indication  de   la  aesure.) 

La  lettre  C   indiquant  dans   le  texte  en  noir   la  mesure  a  4/4  et   la  lettre  CD 
indiquant  la  mesure  a  2/2   doivent  etre  representees  respactivement  en  Braille  par 
(4  -  6,   1  -  4)  et  (4  -  5  -  6,   1  -  4). 

1929/  28  (addition  a  la  fin  du   chapitre  5  3Ur  les  accords  et  les  intervalles. ) 

Afin  de  renseigner   le   lecteur   sur   la   direction  montante  ou   descendante   des 
intervalles  a  la  main  droite,    dans   toute  mjsique   imprimee  avant   la  Conference   de 
Paris   de   19*54  et  cataloguee  pour   fin  de  distribution  international,    la  direction 
des  accords  a  la  partie   superieure   doit  etre  mentionnee  a  l'en-tete   du   texte 
musical  ou   sur  un  feuillet  attache  a  la  premiere  page,   comme  suit:      (voir 
exemple  6  ) . 

1929/   64  (indications   de  mouvement  0t  d'expression  -  parolier  et  parentheses.) 

(.Revision  do   la  2e  phrase.)      Les   indications   de  mouvement  et  d'expression 
doivent  etre  precedoes   du    signe  (5  —  4  —  5)*   nomine  "parolier",    dont   la  fonction 
est  d'empecher  toute   confusion  entre   les   signes  alphabotiques   et  mL'sicographiquoe 
et  doivont  etre   suivis   du   point  3.      La  cie  d'octave  ne   suit  que   lorsque   le   saut 
de  la  meiodie   l'exige. 


-  2  - 


(Revision  de   l'alinea   suivant.)      "Juand  une   indication  se  compoae   d'un  grand  niot 
ou   de   deux  ou   pluaieurs  mots,    elle   doit  toujour  a   etre  ocrite  entre  parentheaea, 
sana  parolier   et  entre   deux  eapacea.      ">uand  une  telle   indication   8e  rencontre  au 
coura   d'une  me  sure,    on  coupe   la  musique  a.  l'aide  du   guidon,    et   celle-ci   reprend 
avec    le  retour   de   la  cle   d'octave  (voir  exemple    7). 

( Doamentai  rei     Cette  proposition  a  pour  but  de  choisir  une  aeule  dea  nombreusos 
auggestions   du  Hanuol   de   1929.) 

1929,    176  (muaiqu.e   de  chant  -  addition.) 

Loraque   dans   la  musique   chorale  une   dea  parties   ae   diviae  temporairement,    la 
meau.ro   est  alors  pro'cedee   du   signe  (5-*+),   et   lea  parties   sont  reu.niea   par   le 
eigne   do  copule  (l  ••  2  -  6,    5  -  4  -  5) «    - 

(Oommentairei      Oe  precede  avertirait   les  prepoaea  aux  parties   diviaeea.) 


PARTITION  ABRS&BfE 
Systeme  propose  par   la  "Go amission  pre-Oonference"    canadienne 

1,  Dans   lea  partitions  abregeos  -  en  usage   dans   la  musique   de  varie*te  —  ou 
figurent   seulement   la  melodie  et   dea   indications   d1 accords,   on  represente  en 
Braille   le  nom  et   la  dure'e   des  accords  par   les   signes  usuels   de  notes   et  de  valeura 
de  notes,    et   lour  nature,    par   des   signes   speciaux. 

Une  mesure   de  melodie  ost  ocrite   d'abord,    suivie,    sans   espace,    du   "signe   d'accord" 
(points  6,   5-6)    et   des   indications   des  accords  correspondants. 

2,  NATURE  DES  ACCORDS,      Lorsqu'en  noir   le  nom  de   l'accord  n'e3t  accompagne 
d'aucune   indication   c  once  man  t   sa  nature,    la  note  qui   la  designe  en   Braille  n'est 
suivie   d'aucun  des   signes   speciaux,    et   l'accord  est  majeur  (voir  exemple  8), 


Noir 

m  ou  min, 

d  ou  dim 
7d  ou   7dim 


Braille 


4-  ou   aug 

maj  7 

4  ou   sus4 

6 

7 

9 

11 

15 

(Voir  exomplo  9) 


Points 
2-5-6 

2-5-6 
2-6 

2-5-5 

5-4-5-6 
5-5-6 

2-5 

5-4 

5,  5-4-5-6 

5,  5-5-6 


Accords 
min  our 

diminu© 
augmente 
7e  majeure 

majeur  et  sixte 
7e  de  dominant e 
9e  de  dominant e  maj . 
lie  Bur  dominanto 
15 e  aur  dominanto 


Intorvallea 


5te  aug. 
7e  maj. 
quarte 
6te  ma  j . 
7e  min. 
9e  maj. 


«■»  T  — 

Toua  cea  aignea  peuvent  etre  combinca  de  la  facon  euivantot 
Noir         Braille     Pointa  Accorda 

m6  !•  ••         2-5-6  -5-6        mineur  et  aixte 

m7  ?.  **  2-5-6  2-5  7o  mineure 

4,7  *   •"  2-6  2-5  7e  de  dominante 

avec  quinte  augmontee 
• 

au.g9         ".9  2-6  5-4  9©  de  dominante  maj, 

avec  quinte  augmentee 

(Voir  exemple  10 ) 

Lea  intervallea  peuvent  aussi  etre  accompagne'a  de  aignea  d'alterationa  commc  dana 
lea  accorda  auivants: 


Noir 

3raille 

Pointa 

Accorda 

*5 

• 
• 
• 

• 
• 

1-2-6  5-5 

majeur  avec   quinte  dim. 

b9 

• 

• 
• 

• 
9 

1-2-6  5-4 

9e  do  dominante  min. 

7*5 

• 
• 

• 
• 

•  • 

1-2-6  5-5 

2-5 

7o  de  dominante 
avec   quinte  di?ninue'e 

m7£5 

9 
•  • 

• 
» 
* 

2-5-6  1-2- 

■6  5-5 

2- 

-5 

7©  min  avec   quinte  dim. 

(Voir  exemple  ll) 

Mais   ai  on  emploie  dans   la  copie  en  noir  le  signe  "moins"   (un  tiret),    le  eigne 

I     (pointa   5-6)    ©at  place  avant   l'intervalle  (voir  exemple  12). 

Signalons   que  l'emploi  co  bine  des  symbolea  epeciaux,    dea  intervallea  et  dea 
alterations  rend  possibles  toutes  autrea  indicationa  d' accords  non  mcntionneoa   ici. 

5«      DUR2S  D3S  ACCORDS.      La   dureo  des  accords  est  indiquee  par   lea  valour  a   do 
notes  (voir  exemple  15). 

Quand  l'harnonie  se  prolongo  au-dela  d'une  ou   de  plusieura  mesurea  entieres, 
1' accord  n'eat  paa  repete  (voir  exemple  l4), 

Mais  si  l'harmonie  prolong ee   se  termine  au  coura  d'une  meaure,    1' accord  est 
repete  avec   la  valour  de  note  approprieo  afin  d'indiquor  ou  a  lieu   Ic  changement 
d.'accord  (voir   oxemple   15)  • 

Lorsque   la  dureo  d'un  accord  cxige   l'emploi   d'une   liaison  de  prolongation,    lo 
signo   de   liaison  s'ecrit  apros   les   aignea   indiquant   la  nature   de   1' accord,    ot  coa 
derniera  ne   sont  pas  repotes  apres   la  note   liee.      Dans   los  tranacriptiona 

•  •  •    •  • 

abrogeos,    le   signe  de   liaiaon  (points   1-4)   au    lieu  de  (4  1-4)    est 

tolere  (voir  exemple  16). 

4.      AR1IUR2  DS  LA  CLSF.      Contrairement  a  l'usage  adopte  en  noir,    l'armure   de   la 
clef  en  Braille   s'applique  autant  aux  notes   indiquant  lo  nom  dee  accorda   qu 'a 
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cellos  do  la  melodie  (voir  exemplo  17a). 

Remarque:   dans  la  copio  on  noir,  los  accords  do  cot  oxemple  s'ecrivont:  Mi^g 
Fan,  Sib  7.  Mi/7  •   (Voir  aussi  sxemple  17b.)   Remarque:   dans  la  copie  on  noir, 
les  a.ccords  do  cot  exemple  s'ocrivont:  Re  ,  Redim,  Mi  b  m,  La9,  La&  9,  Re/>6, 

5»  REPRISES,   Dans  un  grand  nombre  do  pieces  dcritos  en  partitions  abrcgdos,  la 
premiere  partie  «  goheralement  les  huit  premieres  mesures  -  est  entendue  trois 
fois.   En  Braille,  ce.  passage  n]cst  ecrit  qu'une  seule  fois.   Pour  indiquer  unc 
premiere  repetition  do  ce  passage  initial,  on  emploie  la  barre  do  reprise.   La 
deuxieme  reprise  a  generalement  lieu  apres  un  them©  socondaire:   elle  est  alors 
comma.ndee  par  lo  Da  capo. 

En  general,  lo  passage  initial  present©  uno  terminal son  differento  chaquc  fois 
qu'il  est  cntondu.   La  premiere  ct  la  deuxieme  torminaison  sont  indiquees 

♦  * 

respectivement  par  les  signes  .   (points  1-5)  ct  I         (points  1-2-5)  places  sans 
ospp.ee  avant  la  premiere  note  do  la  tcrminaison.   Dans  co  cs,  1?,  barre  de 
reprise  n'est  pas  nccessairo.   La  troisieme  torminaison  n'exige  aucun  signe 
special  puisquTelle  suit  tou jours  le  Da  capo, 

Lorsque  la  troisieme  torminaison  est  differento  des  deux  autros,  le  signe  con- 

• 
ventionnel   •   (points  1-6)  est  place  sans  espacc  apres  la  derniero  note  du 
passage  devant  etrc  repris,  et  le  nombro  do  mesures  repetoos  est  induque  apres  lo 
Da  capo. 

Si  la  troisiome  torminaison  est  comma  la  premiere  ou  la  deuxieme,  on  ecrit  selon 
lo  cas  le  signe  do  Da  capo  suivi  immodiatement  du  signo  do  premiere  ou  do 
deuxieme  torminaison. 

Dans  un  refrain  no  contenant  pas  do  themes  secondairos,  le  passage  initial  n'est 
g^dhdralemcnt  repcte  qu'une  seulo  fois  ot  la  reprise  ost  comandoo  par  lo  Da  capo. 

Si  les  notes  ct  les  accords  precedant  la  premiere  mesure  complete  doivent  otre 
ropotos,  ces  notos  ot  accords  ne  s'ocrivont  qu'une  seulo  fois  ot  font  partie  de  la 
reprise, 

6.  DIVISION  DU  TEXTS,   Los  signes  suivants  sont  employes  pour  indiqucr  les 

divisions  los  plus  communement  usitces:   Introduction,  •   •     (points  5-^-5  5); 
•  #  » 

couplet,  •      (points  5-^-5  2);  refrain,  •      (points  5-4-5  l)«  Mais  si  le 
refrain  soul  est  ecrit,  aucun  signe  n'est  exigo, 

7.  DISPOSITION  DU  TEXTS,   Lo  titro  s'ocrit  on  commoncant  dans  le  premier 
rectangle  do  la  promiore  ligno.   Si  possible,  lo  mouvoment  s'ocrit  sur  la  memo 
ligne  que  lo  titro;  autrcment,  il  occupo  la  dcuxiomo  ligno  on  commoncant  dans  lo 
premier  rectangle. 

L'armuro  do  la  clef,  euivic  sans  03pacc  do  Vindication  de  la  icsure,  s'ocrit  en 
commoncant  dans  1c  troisiome  roxtanglc  ot  sur  la  ligno  memo  01!!  ddbuto  le.  toxto 
musical, 

Des  alineas  sont  prcvus  aux  ondroits  suivants:   introduction,  couplet,  refrain, 
themo  secondaire,  apres  le  theme  socondaire,  coda,  trio,  ou  a  toutes  autrcs 
divisions  du  textc.   Si  le  refrain  ne  contiont  pas  do  theme  secondaire,  l'alinda 
ost  effoctuc  d'apros  lo  phrase  divisant  gdneralcmont  lo  refrain  on   deux  parties. 
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Uais  des  divisions  plus  frequentes  peuvent  Stre  effectuees  selon  la  longueur  du 
refrain.      En  pratiquant  l'alinea,    le  phrase  doit  etre  strictement  observe  meme  si 
une  double  barre  semble  suggerer  une  toute  autre  division  ou  si  une  mesure  ou  un 
temps   doit  etre   rompu.      Dans.de  tels  cas,    l'accord   s'ecrit  avant   l'alinea  (voir 
exemple  18). 

Quelques  notes  et  indications  d' accords  doivent  parfois   s'e'crire  avant  et  sur  la 
meme   ligne   que   le  Da  capo,   pour   indiquer  qu'elles  n'appartiennent  pas  a  la  phrase 
precedente. 

La  premiere  et   la  deuxieme   terminaison   du   passage   initial   commencent  chacune  au 
debut   d'une   ligne,    dans   le  premier  rectangle.      Lorsque   les  terminaisons   sont  tres 

•      » 

courtes  et  peuvent  etre  comprises  dans  una  meme  ligne,  le  signe  •   •    (points  1-5 
1-2-5)  est  employe  pour  la  premiere  terminaison, 

Les  noms  des  compositeurs  et  des  editeur3,  les  droits  d'auteur  ou  tous  autres 
renseignements  sont  ecrits  a  la  fin  du  morceau, 

8.   FACULTATIF.   Oertaines  editions  preferent  omettre  1' introduction  et  la 
premiere  variante  terminale  du  refrain,  qui  peuvent  etre  laisse"es  a  1 'improvisation 
de  l'interprete,   Les  couplets  qui  ne  sont  jamais  entendus  sur  le3  enregistrements 
ou  ailleurs  ne  sont  pas  transcrits  en  Braille, 

La  barre  de  reprise  figurant  au  debut  d'un  fragment  devant  etre  repete  s'ecrit 
seulement  lorsqu'elle  est  jugee  strictement  necessaire  pour  eviter  toute  confusion. 
En  general,  on  reproduit  en  Braille  le  mo ins  d ' annotations  possible  des  partitions 
abregees. 
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AVI3EUR  MUSI3AL  DE  L'UNHJSOO 

POUR  LS  C0NS3IL  AO  'DIAL  DU  3RAILLS 

L,  'TT.  todenberg, 
Illinois  School  for  the  Blind, 
Jacksonville,  Illinois,  U.S.A. 


N.B.  Afin  d'assurer  la  realisation  de  1 'entente  la  plus  complete  a  la  Conference 
de  Paris,  en  juillet,  l'Aviseur  prie  toutes  les  organisations  nationales 
participantes  de  lui  accorder  leur  entiere  cooperation  en  se  conformant  aux 
directives  suivantes,  et  il  recommande: 

lo  3ue  toutes  ces  organisations  s'efforcent  de  repondre  le  plus  tot  possible  a  la 
lettre  d' invitation  recue  des  officiels  de  la  Conference  et  datee  du  9  decembre 
19^5.  II  est  tout  particulierement,  important  de  faire  parvenir  sans  delai  au 
secretaire-general  du   Jonseil  mondial  pour  le  Bien-2tre  des  Aveugles"  (22  west, 
17th  street,  New-York  11,  N.Y.),  tous  les  details  concernant  votre  ou  vos 
delegues. 

2o  Qw'on  prenne  les  mesures  necessaires  pour  permettre  a  votre  d^l^gation  de  se 
renseigner  auprls  des  organisations  et  des  personnes  qualifiers  en  vue  de 
connattre  leur  opinion  sur  les  diverses  questions  inscrites  a  1' agenda  temporaire, 
deja  recu ;  et  qu'on  tienne  compte  de  cette  opinion  en  exposant  les  points  de  vue 
de  votre  pays. 

On  est  egalement  prie  de  faire  parvenir  a  l'Aviseur,  d'ici  la  Conference,  toutes 
suggestions  et  propositions  destinies  a  etre  publiees  dans  ces  communique's. 
Celles-ci  devront  etre  exprimees  brievament  et  elles  devront  rappeler,  lorsqu'il 
y  a  lieu,  le  paragraphe  et  l'alinea  de   la  "Notation  musicale  Braille"  de  1929 
auxquels  elles  se  raviportent* 

1929,  12  (la  lettre  C  indication  de  la  aesure.) 

La  lettre  0  indiquant  dans  le  texts  en  noir  la  mesure  a  4/4  et  la  lettre  (E 
indiquant  la  mesure  a  2/2  doivent  etre  representees  respectivement  en  Braille  par 
(4  -  6,  1  -  4)  et  (4  -  5  -  6*   1  -  4). 

1929,   28  (addition  a  la  fin  du  chapitre  5  3Ur  les  accords  et  les  intervalles.) 

Afin  de  renseigner  le  lecteur  sur  la  direction  montante  ou  descendante  des 
intsrvalles  a  la  main  droite,  dans  toute  -ausique  imprimee  avant  la  Conference  de 
Paris  de  1954  et  cataloguee  pour  fin  de  distribution  internationale,  la  direction 
des 


mus 

exemple  6  ) . 

1929,  64  (indications  de  mouvement  $t  d' expression  -  parolier  et  parentheses.) 

(.Revision  do  la  2e  phrase.)   Les  indications  de  mouvement  et  d'expression 
doivent  etre  precedees  du  signe  (5-4-5)*  nodEae*  "parolier",  dont  la  fonction 
est  d'ompecher  toute  confusion  entre  les  signes  alphabetiques  et  mvsicographiqu.es 
et  doivent  etre  suivis  du  point  5.   La  cle  droctave  ne  suit  que  lorsque  le  saut 
de  la  melodie  l'exige. 


2  - 


(Revision  da   l'alinea  auivant.)      luand  une   indication   se  compose   d'un  grand  mot 
ou   de   deux  ou   plusieurs  mots,    elle   doit  tou jours   etre  ecrite  entre  parentheses, 
sans  parolier  et  entre   deux  espaces.      luand  une  telle   indication  se  rencontre  au 
cours   d'une    nesure,    on  coupe   la  musique  a.  l'aide   du   guidon,    et  celle-ci   reprend 
avec    le  retour   de   la  cle   d'octave  (voir  exemple    7). 

( Somen tai re:      Cette  proposition  a  pour  but   de  choisir  une  seulo   des  nombreusos 
suggestions   du  Manuel  de  1929.) 

1929,    176  (musique   de  chant  -  addition.) 

Lor s que   dans   la  musique   chorale  une   des  parties   se   divise  tempo rairement,    la 
mesu.ro   est  alors  precedee   du   signe  (3-40*    ©"&   lss  parties   sont   reunies  par   le 
signe   do  copule   (l  ••  2-6,    3  -  4  -  5)  • 

(Oommentaire*      0e  procede  avertirait   les  preposes  aux  parties  divisees.) 


PARTITION  A3RSJ&SfE 
Systeme  propose  par   la  " Co  omission  pre-Oonference"    canadienne 

1.  Dans   les  partitions  abregees  -  en  usage   dans   la  musique   de  varie'te  -  ou 
figurent   seulement   la  melodie  et   des   indications   d' accords,    on  represente  en 
Braille   le  nom  et   la   dure'e   des  accords  par   les    signes  usuels   de  notes  et  de  valeura 
de  notes,    et   leur  nature,    par   des   signes   speciau.x, 

Une  mesure   de  melodie  est   ecrite   d'abord,    suivie,    sans   espace,    du   "signe   d 'accord" 
(points  6f   3-6)    et   des   indications   des  accords  correspondants. 

2,  NATUR3  DSS  A.000RD34      Lorsqu'en  noir   le  nom  de   l'accord  n'est  accompagne 
d'aucune   indication   concernant   sa  nature,    la  note   qui   la  designe  en   Braille  n'est 
suivie   d'aucun  des   signes   speciaux,    et   l'accord  est  majeur  (voir  exemple  8). 


Noir  Braille  Points 

m  ou  min,  t .  2-5-6 

d  ou  dim 

7d  ou   7dim  '!  2-5-6 

4.  ou  aug  *  ♦  2-6 

maj  7  t*  2-3-5 

4  ou   sus4  .!  5^4_5_6 

6  .:  3-5-6 

7  • •  2-5 
9  ,  5-4 

11  *   .I  5,  3-4-5-6 

13  ..*  5,  3-5-6 

(Voir  exemple  9) 


Accords 
mineur 

diminuo 
augment  0 
7e  majouro 

majeur  et   sixte 
7e  de  dominant e 
9e  de  dominante  maj, 
lie  sur  dominante 
15 e   sur   dominante 


Intervallos 


5te  aug. 
7e  maj. 
quarte 
6te  maj. 
7e  min. 
9e  maj. 
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Tous  ces  signos  peuvent  ©tre  combines  do  la  facon  Bttivanto* 


Noir 


Braille 


m6 
m7 

4.7 

aug9 


Points 
2-5-6    -5-6 
2-5-6  2-5 
2-6  2-5 

2-6  5-4 


Accords 
rainour  et  sixte 
7©  mineur© 

7©  d©  dominant e 

av3C   quinte  augment^© 

9©  do  dominante  .maj, 
avoc   quinte  augment©'© 


(v.. ir  oxemple  10) 


Les  intervalles  peuvent  aussi  otre  accompagnd's  de  signes  d'alterations  commo  dans 
les  accords  suivants: 


Noir 
7>5 


3raille 


Points 
1-2-6  5-5 
1-2-6  5-4 
1-2-6  5-5  2-5 


Accords 

maj  our  avoc  quinte  dim, 

9©  do  dominante  min, 

7e  de  dominante 
avec  quinte  diminuo'e 


2-5-6  1-2-6  5-5  2-5    7©  min  avec  quinte  dimt 


*7*5 

(Voir  exemple  ll) 
Mais  si  on  emploie  dans  la  copie  en  noir  lo  signe  "moins"  (un  tiret),  lo  sign© 

.  (points  5-6)  ®3"t  place  avant  l'intervalle  (voir  exomple  12), 

Signalons  que  l'omploi  co  bine  des  symboles  speciaux,  d©s  intervalles  et  des 
alterations  rend  possibles  toutes  autres  indications  d'accords  non  mentionneos  ici. 

5.  DCR223  DES  ACCORDS.  La  dureo  des  accords  est  indiquee  par  les  valours  do 
notes  (voir  oxemple  15). 

Quand  l'harnonie  se  prolonge  au-dela  d'un©  ou  do  plusieurs  mosures  entiores, 
l'accord  n'eat  pas  repet©  (voir  exemple  14). 

Mais  si  l'harmonie  prolonge'e  se  termine  au  cours  d'une  mesure,  l'accord  est 
repete  avec  la  valour  de  note  approprieo  afin  d'indiquer  ou  a  lieu  Ic  changement 
d.' accord  (voir  example  15). 

Lorsque  la  dureo  d'un  accord  cxige  l'emploi  d'uno  liaison  de  prolongation,  lo 
signe  do  liaison  s'ecrit  apr&s  les  signes  indiquant  la  nature  de  l'accord,  et  cos 
dorniers  ne  sont  pas  repotes  apres  la  note  lice.   Dans  les  transcriptions 


abroge'os,  le  signe  de  liaison 
tolere'  (voir  exomple  16), 


(points  1-4)  au  lieu  de 


(4  1-4)    ost 


4,      ARiiURS  DE  LA  CLEF.      Contrairement  a  l'usage  adopte  en  noir,    l'armure   de   la 
clef  en  Braille   s'applique  autant  aux  notes   indiquant  lo  nom  dos  accords   qu'a 


1 
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cellos  do  la  melodie  (voir  exomplo  17a). 

Remarque:   dans  la  copie  on  noir,  les  accords  do  cot  oxemplo  srecrivant:  Mi  •£►, 
Fam,  Sib  1,   Mil*  .  (Voir  auesi  example  17b.)   Remarque:  dans  la  copie  on  noir, 
les  accords  do  cot  exemple  s'ocrivent:   Re   ,  Redim,  Mi /»  m,  La9,  La&  9,  Re  Z>  6. 

5.  REPRISES.   Dans  un  grand  nombro  do  pieces  ocritos  en  partitions  abregoos,  la 
premiere  partie  -  general ement  les  huit  premieres  mosures  -  est  entonduo  trois 
fois.   En  Braille,  ce.  passage  n'ost  ecrit  qu'une  seule  fois.   Pour  indiquer  une 
premiere  repetition  de  ce  passage  initial,  on  emploie  la  barre  do  reprise.   La 
deuxieae  reprise  a  general ement  lieu  apres  un  theme  secondaire:   elle  est  alors 
eommandee  par  lo  Da  capo. 

En  general^  lo  passage  initial  prosente  une  terminaison  differento  chaquo  fois 
qu'il  est  entendu.   La  premiere  ot  la  deuxiomo  torminaison  sont  indiqueos 

re apectiv ement  par  les  signes  .   (points  1—5)  et  I         (points  1-2-5)  places  sans 
ospace  avaiit  la  premiere  note  de  la  torminaison.   Dans  ce  cas,  la  barre  de 
reprise  n'ost  pas  necessairo.   La  troisieme  torminaison  n'exigo  aucun  signe 
special  puisqu'elle  suit  tou jours  le  Da  capo. 

Lorsque  la  troisieme  torminaison  est  differento  des  deux  autres,  le  signo  con- 

• 
ventionnel   •   (points  1-6)  ost  place  sans  ospace  apres  la  dernioro  note  du 
passage  devant  etro  repris,  et  le  nombro  de  mosures  repetocs  ost  induque  apres  lo 
Da  capo. 

Si  la  troisieme  torminaison  est  comma  la  promiero  ou  la  deuxiomo,  on  ecrit  selon 
le  cas  le  signe  do  Da  capo  su ivi  immodiatoment  du  signo  do  promiero  ou  do 
douxicme  torminaison. 

Dans  un  refrain  no  contonant  pas  do  themes  secondairos,  le  passage  initial  n'ost 
jgenoralemont  ropcto  qu'une  seulo  fois  et  la  reprise  est  eommandee  par  le  Da  capo. 

Si  les  notes  ot  les  accords  proccdant  la  premiere  mesure  complete  doivont  otre 
repetcs,  ces  notes  ot  accords  ne  s'ocrivont  qu'une  seulo  fois  ot  font  partie  de  la 
reprise, 

6.  DIVISION  DU  TE'tTE.   Los  signes  suivants  sont  employes  pour  indiquor  les 

divisions  les  plus  comnuncment  usitces:   Introduction,*   •     (points  5-^-5  5); 
•  »  » 

couplet,  •      (points  5-^-5  2) j  refrain,  •      (points  5-^-5  l)»  Mais  si  le 
refrain  soul  est  ocrit,  aucun  signe  n'ost  exigc. 

7.  DISPOSITION  DU  TEXTE.   Lo  titro  s Merit  en  commencant  dans  le  premier 
rectangle  do  la  promiero  ligno.   Si  possible,  lo  mouvoment  s 'ecrit  sur  la  memo 
ligne  que  lo  titro;  autroment,  il  occupo  la  douxiomc  ligno  on  commencant  dans  lo 
premier  rectangle. 

L'armuro  do  la  clef,  suivie  sans  ospace  do  1'  indication  de  la  aesure,  s'ocrit  en 
commencant  dans  le  troisieme  rextangle  et  sur  la  ligne  memo  ou  debute  lo.  toxtc 
musical. 

Des  alineas  sont  prevus  aux  endroits  suivants:   introduction,  couplet,  refrain, 
theme  secondaire,  apres  le  theme  socondairo,  coda,  trio,  ou  a  toutes  autres 
divisions  du  texto.   Si  le  refrain  ne  contiont  pas  do  theme  secondaire,  l'alinca 
ost  effectue  d' apres  lo  phrase  divisant  gonoralcment  lo  refrain  on  deux  parties. 
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Hais  des  divisions  plus  frequentes  peuvent  Itre  effectuees  selon  la  longueur  du 
refrain.   En  pratiquant  l'alinea,  le  phrase  doit  etre  strictement  observe  meme  si 
une  double  barre  semble  suggerer  une  toute  autre  division  ou  si  une  mesure  ou  un 
temps  doit  etre  rompu.   Dans.de  tels  cas,  l'accord  s'ecrit  avant  l'alinea  (voir 
exemple  18). 

Quelques  notes  et  indications  d' accords  doivent  parfois  s'ecrire  avant  et  sur  la 
meme  ligne  que  le  Da  capo,  pour  indiquer  qu'elles  n'appartiennent  pas  a  la  phrase 
precedente. 

La  premiere  et  la  deuxieme  terminaison  du  passage  initial  coomencent  chacune  au 
debut  d'une  ligne,  dans  le  premier  rectangle.   Lorsque  les  terminaisons  sont  tres 

courtes  et  peuvent  etre  comprises  dans  une  meme  ligne,  le  signe  •   •    (points  1-5 
1-2-5)  est  employe  pour  la  premiere  terminaison, 

Les  noms  des  compositeurs  et  des  editeurs,  les  droits  d'auteur  ou  tou.s  autres 
renseignements  sont  ecrits  a  la  fin  du  morceau. 

8.  FACULTATIF.   Certaines  editions  preferent  omettre  1 'introduction  et  la 
premiere  variants  terminale  du  refrain,  qui  peuvent  etre  laisse*es  a  1 'improvisation 
de  1' interprete.   Les  couplets  qui  ne  sont  jsmiais  entendus  sur  les  enregistrements 
ou  ailleurs  ne  sont  pas  transcrits  en  Braille, 

La  barre  de  reprise  figurant  au  debut  d'un  fragment  devant  etre  repete  s'ecrit 
eeulement  lorsqu'elle  est  jugee  strictement  necessaire  pour  sviter  toute  confusion. 
En  general,  on  reproduit  en  Braille  le  moins  d' annotations  possible  des  partitions 
abregees. 


COMMUNIQUE  No.  ^ 

L.  W.  Rodenberg 

World  Braille  Council  Music  Consultant 

for  UNESCO 

Illinois  School  for  the  Blind 
Jacksonville,  Illinois 

U.  S.  A. 

Assisted  by  the 
Central  Pre-Conf erence  Committee 


■ft 

•ft      «       -ft       ft       -ft      -ft      -ft 

•» 

-;'- 

■ft 

■ft 
■ft 

Methods   of  Writing 

* 
■ft 

•ft 
■ft 

Songs   in  Braille 

■ft 

■ft 
•ft 

Music  for  the 

* 

•ft 
•ft 

Accordion 

•ft 

■ft   -ft   -::-   -ft   -ft   •:;-   -ft   #   -ft 

Supplement  (ink-print,  English,  only) 
"History  and  Projects  of  the  G-erman 
Braille  Music  Notation  Commission" 
by  Dr.  Alexander  Reuss 


COMMUNIQUE  No.  ^ 

L.  W.  Rodenberg 

World  Braille  Council  Music  Consultant 

for  UNESCO 

Illinois  School  for  the  Blind 
Jacksonville,  Illinois 
U.  S.  A. 

Assisted  by  the 
Central  Pre-Conf erence  Committee 


•» 

■«•   -*   -:?■   -:v   *   *   * 

■* 

■3'r 

* 

* 

« 

Methods  of  Writing 

Songs  in  Braille 

■55- 

Music  for  the 

* 

Accordion 

# 

*   -::-   -*   #   •;:-   -ft   ■» 

* 

Supplement  (ink-print,  English,  only) 
"History  and  Projects  of  the  G-erman 
Braille  Music  Notation  Commission11 
by  Dr.  Alexander  Reuss 


COMMUNIQUE  N°  k 


L.  W.  Rodenberg 
Avlseur  Musical  de  l'Unesco 
pour  le  Conseil  Mondial  du  Braille 

Illinois  School  for  the  Blind 
Jacksonville)  Illinois 
U.  8.  A. 
Avec  le  Concours  de  la  Commission 
Pre-Conf erence  Centrale 


■* 

*     *      *      •»      -fr      * 

# 

# 

w 

* 

* 
* 

Ilusique   de   Chant 

*  Musique  d'Accordeon  * 

#  * 


Supplement  (imprime  en  noir,  en  Englais  seulement): 
"History  of  the  German  Braille  Music  Notation  Commission11 

"by  Dr,  Alexander  Reuss 


^ 


COMMUNIQUE  N°  k 


L.  W,  Rodenberg 
Aviseur  Musical  de  l'Unesco 
pour  le  Conseil  Mondial  du  Braille 

Illinois  School  for  the  Blind 
Jacksonville,  Illinois 
U.  S.  A. 
Avec  le  Concours  de  la  Commission 
Pre-Conf erence  Centrale 


# 

*   *    ■«• 

*  #  *  * 

# 

■55- 

•* 

<* 

Musique 

de  Chant 

* 

* 

tt 

Musi que 

d' Accordeon 

■it- 

<**-&#-*«   tt* 


Supplement  (imprime  en  noir,  en  Englals  seulement): 
"History  of  the  German  Braille  Music  Notation  Commission11 

by  Dr.  Alexander  Reuss 


COMMUNIQUE  NO,  5 

World  Braille  Council  Music  Consultant 
for  UNESCO 

L.  \h   Rodonberg 
Illinois  School  for  the  Blind 
Jacksonville,    Illinois,  U.   S,  A« 

Assisted  "by  the  Central  Pre-Conference  Committee 

To  Delegates  Appointed  to   the  Conference  on  Braille  Music. 

Ladies  and  Gentlemen: 

First,    I  greet  you  in  the  name  of  the  organisations  which  are   sponsoring  the 
forthcoming  Conference  on  Braille  Music,   namely:      The  United  Nations  Educational, 
Scientific  and  Cultural  Organization,   the  World  Braille  Council,   and  the  World 
Council  for  the  Welfare  of  the  Blind. 

Eighteen  nations  or  areas  will  he   represented  at  the   conference.     You  will 
constitute   the  largest  convocation  of  experts  over  assembled  for   the  purpose  of 
unifying  the  "braille   system  of  music, 

I  congratulate  you  on  the  honor  and  responsibility  which  your  colleagues  have 
given  you. 

Only  a  few  weeks  remain  until  we   shall  meet  at  UNESCO  House  in  Paris   to   discharge 
the  groat  obligation  which  has  been  laid  on  us.     My  labor  of  preparing  documents 
for  the  conference  is  now  very  heavy,   and  I  regret  that  very  little,  time   remains 
for  mo   to  undertake  additional  obligations.     Therefore   I  request  the  following: 

1,  That  you  address  no   more  reports  or  proposals   to  me  at  the  above  address. 

2.  That,    if  possible,   you  prepare  your  views  and  proposals  in  condensed  form, 
in  either  or  both  French  and  English  and  in  both  braille  and  ink-print.      It 
would  be  most  helpful   to  have  twenty  braille  copies  in  Erench,   eighteen  braille 
copies  in  English,   five  ink-print   copies   in  French,   and  nine   ink-print  copies 
in  English. 


That,   if  possible,   you  secure  authorization  from  your  local  authorities   to 
ise  your  independent   judgment  at  the  conference  for  the  purpose  of  universal 
ment. 


3. 

exercise  your 
agreement 


k*       That  you  come  to  the  conference  prepared  to  attend  all  meetings  and  to  accept 
special  assignments  requested  of  you  during  the  time  of  the  conference. 

Yours  very  truly, 
L,  W.  Rodenbcrg 


COMMUNIQUE  NO,  5 

World  Braille  Council  Music  Consultant 
for  UNESCO 

L«  W*   Rodonberg 
Illinois  School  for  the  Blind 
Jacksonville,    Illinois,  U.   S.  A« 

Assisted  "by  the  Central  Pro-Conference  Committee 

To  Delegates  Appointed  to   the  Conference  on  Braille  Music. 

Ladies  and  Gentlemen: 

First,    I  greet  you  in  the  name  of  the  organizations  which  are  sponsoring  the 
forthcoming  Conference  on  Braille  Music,   namely:      The  United  Nations  Educational, 
Scientific  and  Cultural  Organisation,   the  World  Braille  Council,  and  the  World 
Council  for  the  Welfare  of  the  Blind, 

Eighteen  nations  or  areas  will  "be  represented  at  the   conference.     You  vrill 
constitute   the  largest  convocation  of  experts  ever  assembled  for  the  purpose  of 
unifying  the  braille  system  of  music. 

I  congratulate  you  on  the  honor  and  responsibility  v/hich  your  colleagues  have 
given  you. 

Only  a  few  weeks  remain  until  we   shall  meet  at  UiOSCO  House   in  Paris   to  discharge 
the  groat  obligation  which  has  "been  laid  on  us.     My  labor  of  preparing  documents 
for  the  conference  is  now  very  heavy,   and  I  regret  that  very  little   time   remains 
for  me   to  undertake  additional  obligations.      Therefore   I  request  the  following: 

1.  That  you  address  no  more  reports  or  proposals  to  me  at  the  above  address. 

2.  That,    if  possible,   you  prepare  your  views  and  proposals  in  condensed  form, 
in  either  or  both  French  and  English  and  in  "both  "braille  and  ink-print.      It 
would  be  most  helpful   to  have  twenty  braille  copies  in  French,   eighteen  "braille 
copies  in  English,   five  ink-print   copies   in  French,   and  nine   ink-print  copies 
in  English. 

3.  That,   if  possible,   you  secure  authorization  from  your  local  authorities   to 
exercise  your  independent  judgment  at  the  conference   for  the  purpose  of  universal 
agreement. 

^.        That  you  come   to  the  conference  prepared  to  attend  all  meetings  and  to  accept 
special  assignments  requested  of  you  during  the   time  of  the  conference. 

Yours  very  truly, 
L.  W.  Bodehberg 


COMMUNIQUE     N°  5 

Aviseur  Musical  de  l'Uncsco 
pour  le  Conseil  Mondial  du  Braille 

L.  M,   Rodenberg 

Illinois  School  for  the  Blind 

Jacksonville,    Illinois,  U.    S,  A, 

Avec  le  Concours  de  la  Commission  pre-Conference  Contrale 

Aux  Delegues  nommes  a  la  Conference  de  Musique  du  Braille, 

Mesdames  et  Messieurs, 

Permettez— moi  d'abord  de  vous  saluer  au  nom  des  organisations  —  hotes  de  la 
conference  de  Musique  du  Braille,   c'est  a  dire,   L' Organisation  pour  l1 education, 
la  Science  et  la  Culture    (UNESCO),   le  Conseil  Ibndial  du  Braille,   et  l1 Organisation 
Mondiale  pour  la  Protection  Sociale  des  Aveugles. 

Dix-huit  nations  seront  representees  a  la  conference,     Vous  constituerez  la 
convocation  la  plus  grandc  d' experts  qui  se  soit  jamais  reunie  pour  unifier  le 
systeme  de  musique  de  Braille, 

Je  vous  felicite  do  l'honneur  et  de  la  responsabilite  que  vos  collegues  vous  ont 
accordees, 

H  no  resto  que  quelques  somaines  jusqu'a  ce  que  nous  nous  reunirons  a  la  Maison 
UNESCO  a  Paris  pour  remplir  la  grande  obligation  de  laquelle  on  nous  a  charge* 
j'ai  maintenant  "bcaucoup  de  travail  en  preparant  les  documents  pour  la  conference 
et  je  regrette  qu'il  ne  me  reste  que  tres  peu  de  temps  pour  entreprendre  des 
obligations  additionclles,     C'est  pourquoi  jo  vous  fais  les  demandes  suivantes: 

1)  Que  vous  n'adressez  plus  de  rapports  ou  de  propositions  a  l'adresso 
ci-dessus, 

2)  Que,   si  c'est  possible,  vous  preparez  vos  opinions  et  vos  propositions 
en  forme  abregee,  on  frangais  ou  en  anglais,  ou  en  frangais  et  en  anglais,  et, 

a  la  fois,   en  Braille  et  en  noir#      II  serai t  tres  utile  d' avoir  vingt  exemplaires 
du  Braille  en  frangais,   dix-huit  exemplaires  du  Braille  en  anglais,   cinq  exemplaires 
en  noir  en  frangais.   et  neuf  exemplaires  en  noir  en  anglais, 

3)  Que,   si  c'est  possible,   vous  obtenez  de  vos  autorites  locales  la 
permission  d'exercer  votrc   jugenent  independent  a  la  conference,   dans  le  but 
d'atteindre  un  rapport  universel, 

4)  Que  vous  venez  a  la  conference  prepare  a  assister  a  toutes  les 
assemblers  et  a  accepter  des  devoirs  speciaux  sollicites  do  vous  pendant  la 
duree  de  la  conference, 

Yotrc   tres  devoue 

Lf  Mm   Rodenberg 


COMMUNIQUE     N°  5 

Aviseur  Musical  de  l'Uncsco 
pour  le  Conseil  Mondial  du  Braille 

L,  VT,  Podenberg 

Illinois  School  for  the  Blind 

Jacksonville,    Illinois,  U,    S.   A. 

Avec  le  Concours  de  la  Commission  Pre-Conferonce  Centrale 

Aux  Delegues  nommes  a  la  Conference  de  Musi que  du  Braille, 

Mesdames  et  Messieurs, 

Permettez-moi  d'abord  de  vous  saluer  au  nom  des  organisations  —  hotes  de  la 
conference  de  Musi que  du  Braille,   c'cst  a  dire,   L1 Organisation  pour  1' education, 
la  Science  et  la  Culture    (UH3SC0),  le  Conseil  Mondial  du  Braille,  et  1 'Organisation 
Mondiale  pour  la  Protection  Sociale  des  Aveugles* 

Bix-huit  nations  seront  representees  a  la  conference,     Vous  constituerez  la 
convocation  la  plus  grandc  d' experts  qui  se  soit  jamais  reunie  pour  unifier  le 
systeme  de  musique  de  Braille. 

Je  vous  felicite  do  l'honneur  et  de  la  responsabilite  que  vos  collegues  vous  ont 
accordees, 

H  ne  restc  que  quelques   semaines  jusqu'a  ce  que  nous  nous  reunirons  a  la  Maison 
UNESCO  a  Paris  pour  remplir  la  grande  obligation  de  laquelle  on  nous  a  charge, 
j'ai  maintenant  "bcaucoup  de  travail  en  preparant  les  documents  pour  la  conference 
et  je  regrette  qu' il  ne  me   reste  que   tres  peu  de   temps  pour  entreprendre  des 
obligations  additionellcs.     C'est  pourquoi  jo  vous  fais  les  demandes  suivantes; 

1)  Que  vous  ^adressez  plus  de   rapports  ou  de  propositions  a  l'adresso 
ci-dessus« 

2)  Que,   si  c'est  possible,   vous  preparcz  vos  opinions  et  vos  propositions 
en  forme  abregeo,  en  frangais  ou  en  anglais,  ou  en  frangais  et  en  anglais,  et, 

a  la  fois,   en  Braille  et  en  noir,      II  serait  tres  utile  d'avoir  vingt  exomplaires 
du  Braille  en  frangais,   dix-huit  exomplaires  du  Braille  en  anglais,   cinq  exemplaires 
en  noir  en  frangais,   et  neuf  exemplaires  on  noir  en  anglais, 

3)  Que,    si  c'cst  possible,   vous  obtenez  de  vos  autorites  locales  la 
permission  d'exercer  votre   jugencnt   independent  a  la  conference,    dans  le  but 
d'atteindrc  un  rapport  universel, 

b)     Que  vous  venez  a  la  conference  prepare  a  assister  a  toutes  les 
assemblees  et  a  accepter  des  devoirs  speciaux  sollicites  de  vous  pendant  la 
durec  de  la  conference, 

Votre   tres  devoue 

L#  U,   Rodenbcrg 


1929  BRAILLE  MUSIC  NOTATION 
PROPOSED  REVISIONS 

Preface: 

The  six  points  of  the  "braille  cell  are  numbered  1,  2,  3,   downward  on  the  left,  and 

k,  5>   6,   downward  on  the   right, 

2.      (2nd  paragraph) 

The  "breve,   the  value  of  which  is  double   that  of  the  semibreve,   is  expressed  in 
instrumental  music  "by  means  of  two  semibreves  joined  "by  the  sign  *l—5»  1-*^  and-  in 
vocal  music  "by  the  semibrave  followed  "by  the  sign  1-4* 

The  longa,   the  value  of  which  is  double  that  of   the  breve,   is  represented  as  the 
latter  followed  by  the  sign  *4-5j  1-^*  2-3-5-6. 

k*     (1st  proposal)     Breve  rest:     l~y-k,  1~3. 

(2nd  proposal)     Breve  rest:     1-3-^,  ^5»  l-^i  !*•>•&» 

(add  after  2nd  paragraph) 
It  is  sometimes  necessary  to   introduce,   in  the  braille  copy,   rests  which  do  not 
appear  in  the  inkprint  text,  which  rests  are  preceded  by  point  5» 

Example  1  —  braille  supplement. 

12,     The  letter  nCn   indicating  in  the  inkprint  copy  k/k  time,   and  the  letter  "C" 
barred,   indicating  2/2  time,  are  re-presented  (instead  of  "can  be  represented") 
respectively  by  1-3,  1-4  and  ^5-6,   1-^, 

16,      (after  the  words:     "are  written  in  the  form  of  eighths.") 

If  such  notes  are  follov/ed  by  real  eighths,  written  in  the  same  line  and  belonging 
to  the  same  measure,  if  the  group  exceeds  the  line  or  if  an  indication  of 
expression  comprising  several  characters  occurs  in  the  course  of  that  group,   the 
notes  are  either  written  in  their  actual  value  or  separated  from  the  following 
eighth  notes  by  the  sign  1-2-6,  2. 

26,     Delete. N.  S* 

28,     Delete, 

30,     Delete  1st  sentence  of  the  U,  B, 

^3*      (2nd  and  3rd  paragraphs) 

The  key  signature  is  written,  without  intervening  space,  before  the   time  signature. 

The  general  indication  of  key  signature  is  always  placed  above  the  first  sign  of 
the  musical  text.     In  music  comprising  several  parts,   it  is  written  above  the  sign 
designating  the  upper  part. 

The  modified  key  signature  is  interpolated  in  the  musical  text  at  the  beginning 
of  the  line;   and  when  this   text  is  divided  into  phrases  or  put  in  fraction  of  page, 
it  appears  in  each  part  affected. 

Jj4,   (Addition) 

In  inkprint  one  or  more  notes  affected  by  an  accidental  may  be  written  in  8va  and 

repeated  in  the  same  measure  at  the  normal  position  on  the  staff.  The  accidentals 
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having  already  appeared  on  the  appropriate  line  or  space,  are  not  restated  in  print. 
In  "braille  these  accidentals  applied  to  notes  in  a  different  octave  should  he 
repeated. 

Example  2  -  braille  supplement 
( In  inkprint ,    thus : ) 

Example  3  ~  "braille  supplement 

(See  also  paragraph  147,  revised,) 

46.      (Signs  for  long  slur,   as  adopted  in  1929,   followed  hy  proposed  new  signs) 
Beginning  of  long  slur:  5~6»   1-2  »•••  5**6,  2 

End  of  long  slur:  4^5 »  2-3  ,«»«  5*   2-3 

End  of  one  long  slur  and 

"beginning  of  another  on  the 

same  note  5-6,  1-2,  4~5>   2-3     ••••  5-6j   2-5,  2-3 

Example  4  -  braille  supplement 

49»     When  in  two  consecutive  chords  all  the  notes  common  to  "both  are  tied,    the 
ties  are   indicated  hy  the  sign  4-6,  1-4  placed  after  the  last  interval  of  the  first 
eho  rd. 

Example  5  -  "braille  supplement 

In  a  succession  of  more  than  four  chords,  where  all  the  common  notes  are   tied, 
whatever  their  numher  may.  he,   the  sign  4-6,  1-4,  1-4  is  written  after  the  first 
chord  and  the  sign  4-6,  L»4  "before  the  last  one. 

Example  6  -  "braille   supplement 

54-;      (Rearrangement  of  accent  signs,   and  an  additional  sign) 

Staccato :  2-3-6     ~ 

Staccatissimo:  6,   2—3-6  ~ 

Martellato:  5-^t   2-3-6 

Sforzando;  4-6,  2-3-6 

Tenuto  staccato:  5»  2-3-6 

Tenuto    (ten):  l±-5~69  Z~y~6 

Tenuto    (a  dash):  4-5>  2-^-6     (new) 

Inverted  sforzando:  4,  2-3-6 

Portamento   staccato:  1-4,   2-y~6 

Crescendo  and  diminuendo:  1-6,  3 

64,      (2nd  paragraph) 

When  an  indication  of  expression  or  other  direction  consists  of  a  long  word  or  of 
two  or  more  words,   it  is  always  written  in  parentheses  without   the  word  sign,  and  a 
blank  space  precedes  and  follows  it.     When  such  an  expression  occurs  within  a 
measure,   the  music  is  broken  off  "before   the  indication  hy  the  music-hyphon  and 
resumes  after  the  indication  with  the  octave  mark. 

Example  7  -  "braille  supplement 
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71*   (proposal)  To  replace  the  signs  (Example  8  -  "braille  supplement)  by  the  signs 
(Example  9  -  braille  supplement)  as  indicated  in  the  N.B. 

83,     Delete   the  N.B. 

8^.      (Edition) 

The  repetition  of  unmeasured  fragments  is  also  practicable.     In  such  cases  the 

beginning  of  the  fragment  to  be  repeated  is  preceded  by  the  sign  1-6,  2-3"*^*6» 

Example  10  -  braille  supplement 

91.     Repetitions  described  in  paragraphs  89  and  90  should  not  reach  backward  beyond 
the  segment  in  v/hich  they  appear*     However,   in  music  of  regular  structure   (in 
formal,  clear  phrasing)  it  is  possible  in  this  manner  to  repeat  up   to  sixteen 
measures.     Otherwise,   it  is  best  not  to   count  back  more  than  four  measures. 

Measures  v/hich  have  already  been  included  in  an  abbreviation  should  not  be  expressed 
by  another  partial  repeat. 

The  use  of  partial  repeats  must  be  made  in  a  manner  which  will  preserve   the   clarity 
and  phrasing  of  the  musical  composition. 

93,     If  part  of  a  measure,  a  whole  measure,  or  several  measures  are  repeated  in 
another  octave,   the  appropriate  octave  mark  is  placed  before  the   repeat  sign  or 
before  the  second  numeral  of  a  partial  abbreviation.     The  first  note  following 
such  repetitions  or  abbreviations,  must  be  preceded  by  an  octave  mark. 

9^o     The  inkprint  symbols  designating  the  Segno  and  Dal  Segno  are  represented 
respectively  in  braille  by  J-14-6  and  5>  3-^-6  placed  between  spaces.     The  end  of  a 
segno   is  marked  by  the  sign  1-6  placed  after  the  last  measure  to  be  repeated. 

The  end  of  a  segno  repeat  leading  to  a  coda  (represented  in  inkprint  by  an 
encircled  cross)   is  indicated  in  braille  by  the  sign  3-^-6,  1-2-3  and  the 
beginning  of  the  coda  (represented  in  inkprint  by  the  same  sign,   the  encircled 
cross)   is  indicated  in  braille  by  the  sign  5>  3-*J-6»   1-2-3, 

Sognos  must  not  be  used  in  braille  if  they  do  not  appear  in  the  inkprint  copy. 

95*     When  measure  numbering  is  employed  (see  95  bis)    the  measures  to  be  repeated 
can  be  found  by  means  of  the  measure  numbers  which  immediately  follow  the 
paragraph  number.     In  the  indication  of  a  repeat  by  means  of  measure  numbers, 
there  stands  first    the  serial  number  of  the  section  in  v/hich  the  repeated  measures 
are   to  be  found;    directly  following  is  a  numeral  in  the  lov/er  cell  representing  the 
first  measure  number  of  the  repeated  passage;   then  a  hyphen  (points  y-6)i   and, 
finally,  another  number  in  the  lower  cell  representing  the  last  measure  of  the 
repeated  passage.      The  entire  designation  is  preceded  and  followed  by  a  blank  space. 

Example  11  -  braille  supplement     (repeat  from  section  3»  beginning  with 
measure  17  through  measure  23) 

A  repetition  by  means  of  measure  numbers  must  not  be  used  within  the  immediate 
section. 

95  bis.     In  every  transcription,  measures  are   to  be  numbered.      In  inkprint,   such 
numbers  are  sometimes  written  over  each  measure.     In  braille,  where  a  number  with 
every  measure  would  be  cumbersome,   it  is  sufficient  to   indicate  the  first  and  last 
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measure  number  of  a  segment.     These  numerals,  placed  between  the   segment  number  and 
the  hand  or  pedal  sign,  are  preceded  by  the  numeral  sign.     They  are  written  in  the 
lower  cell  and  joined  by  the  hyphen. 

An  Incomplete  measure  at  the  beginning  of  an  inner  division  takes  the  same  measure 
number  as  the  incompleted  measure  at  the  end  of  the  preceding  division;   this 
numeral  is  followed  by  point  3,     Measures  included  in  prima  and  seconda  volta#  as 
well  as   those  affected  by  double-bar  repeats  are  counted  only  once  in  the  measure 
numbering.     The  separate  movements  of  suites,   sonatas,   etc.,   commence  with  a  new 
measure  numbering* 

97.     (Addition) 

If  the  double-bar  repeat  sign  occurs  within  a  measure,   it  is  followed  by  the  music- 

hyphen^  after  which  one  spade  is  left, 

99.     (Addition  to  the  original  rule) 

When,  on  occasion,  it  is  necessary  to  read  the  chords  upward  in  the  treble  or 
downward  in  the  bass,   the  second  half  of  the  hand— signs  is  doubled.     The  numeral 
direction  of  chords  is  restated  by  the  reappearance  of  the  usual  signs* 

99»     (Other  proposals) 

In  piano  music,  when  there  is  need  of  indicating  by  which  hand  a  certain  number  of 
notes  should  be  played,   the  right  hand  and  the  left  hand  are  designated  respectively 
by  the  sign  k9  1  and  6,  3  placed  before  the  first  note  of  each  hand. 

Example  12  -  braille  supplement 

106.  (1st  addition) 

The  inkprint  pagination  is  shown  in  braille  in  the  last  line  at  the  left  margin, 
written  in  cardinal  numerals.  If  more  than  one  inkprint  page  is  to  be  represented, 
the  first  number  is  followed  by  the  hyphen  and  the  second  cardinal  numeral  is 
written  without  prefix.  The  braille  page  number  is  shown  in  the  last  line  at  the 
right  margin.  In  the  free  space  at  the  center  of  this  line  may  be  restated  certain 
titles,  such  as  sonata  movements,  etude  numbers,  etc. 

106.  (Addition  to  2nd  paragraph) 

Where  the  changing  of  the  page  is  designated  by  the  sign  5>  2-5>  a  tangible  mark 
should  be  placed  in  the  left  margin  before  the  line  where  this  sign  appears. 

107.  Delete 

108.  (Addition) 

However,  this  sign  must  be  used  only  when  a  passage  is  already  abbreviated  in 
inkprint. 

109*     (It  is  proposed  to   retain  this  rule  for  the  octave  interval  only.) 

110.     Delete 

1^3«     (Replace  the  last  ten  words  by:) 

Before  such  fragment  is  written  the  sign  designating  the  hand  with  which  the 

passage  begins. 

1^5.      (Addition) 

When  a  text  containing  interval  signs  alternates  between  the  hands,  it  is  necessary 

to   indicate   the  ascending  or  descending  order  of  these  intervals   (see  paragraph  99.) 
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147.  (Addition) 

In  inkprint,  one  or  more  notes  affected  by  an  accidental  may  be  written  in  one  of 
the  hand  parts  and  repeated  in  the  same  measure  in  the  other  hand  parti  The 
accidentals,  having  already  appeared  on  the  appropriate  line  or  space,  are  not 
restated  in  print*  In  braille  these  accidentals  should  be  repeated. 

Example  13  -  braille  supplement 

(in  this  example  the  notes  in  the  G  clef  played  by  the  left  hand  are  written  in 
inkprint  on  the  staff  reserved  for  the  right  hand  and  the  sharp  before  the  two  F»s 
does  not  appear  in  the  left  hand. 

150,  (Addition) 

Example  14  -  braille  supplement   (Staccato  pedal) 

151.  (Addition) 

In  certain  piano  works,  arbitrary  signs  for  pedaling  are  found  which  in  braille  are 
to  be  indicated  by  adaptations  of  the  usual  signs*  These  symbols  must  be 
explained  by  the  transcriber* 

l5+.  (Addition) 

Substitution  is  indicated  by  the  slur  sign  1**4  placed  between  the  signs  designating 
heel  and  toe#  When  the  change  from  one  foot  to  the  other  is  without  designation 
of  toe  or  heel,  the  sign  6-3  is  placed  after  the  note*  When  pedaling  is 
represented  in  inkprint  by  unusual  signs,  it  is  advisable  to  devise  equivalent 
symbols,  taking  care  to  explain  them* 

155,     (Addition) 

Manuals  are  indicated  as  follows: 

Example  15  -  braille  supplement 

The  indications  of  stops  are  treated  as  expression  marks  and  follow  indications  of 
manuals* 

The  release  of  stops  is  indicated  by  the  sign  yA~ 5,  3» 

Range  of  tone  by  foot-measure  designation  is  shown  by  a  cardinal  numeral  followed 
by  point  3* 

Example  16  «•  braille  supplement 

l67t     Delete  last  sentence* 

l68f     The  sign  designating  pizzicato  is  represented  by  *J—5,  2-3~6f 

169*     (Additions) 

When  several  notes  are   to  be  sung  on  the  same  syllable,   they  are  joined  by  the  slur 

sign  1-4  even  if  they  are  not  so  marked  in  inkprint* 

The  slur  for  phrasing  is  not  usually  indicated  in  braille;   however,   if  such  phrasing 
is  to  be  marked,   the  signs  j^6,  2  and  5>  2-3  should  be  employed  (see  paragraph  U6)* 

Partial  abbreviations  are  aiyoided  in  vocal  music.     The  repetition  of  a  whole  measure, 
indicated  by  the  sign  2->5-6,  is  permitted;  but  the  repetition  of  a  fraction  of 
measure  is  to  be  avoided* 


1929  Braille  Music  Notation  -  Proposed  Revisions  6 

173.   (Addition) 

If  the  text  of  words  is  written  in  contractions,  the  repetition  sign  3-5  is  preceded 

by  point  6. 

(Other  addition) 

In  such  repetitions  it  is  necessary  to  observe  correct  punctuation. 

17*J>     Delete 

175*      (Revision  of  2nd  paragraph) 

The  sign  6~3  is  placed  "before  the  notes  and  the  sign  5-6,  2-3  "before  the  words; 

they  are  indented  two  or  three  spaces  at   the  "beginning  of  each  division  of  the  piece. 

176.      (Revision) 

In  pieces  comprising  several  stanzas,   the  music  is  written  only  once,  even  if  it  is 
repeated  in  inkprint.     If  the  music  contains  variants  applicable  to   the  other 
stanzas,   the  variant  sign  is  used  (see  paragraph  103)>   and  the  appropriate  text  is 
written  immediately  after  the  initial  passage  hut  on  the  following  line*     Each  such 
variant  must  he  preceded  by  the  number  of  the  stanza  to  which  it  applies* 

176.     (Addition) 

(1st  proposal) 

When,   in  choral  music,  one  of  the  parts  is  temporarily  divided,   the  measure  is 

preceded  by  the  sign  y»k  and  the   two  parts  are  joined  by   the  in~accord  sign. 

(2nd  proposal) 

In  choral  music,  when  one  voice  is  temporarily  divided,   the  different  parts  are  not 

presented  as  intervals  or  in-accords,  but  they  are  written  in  score. 

Additions   to  Chapter  XXI. 

(1)  In  vocal  music  with  accompaniment,  when  the  voice  part  is  divided  in  musical 
phrases,   each  one  followed  by the  corresponding  words,   the  accompaniment  is  written 
after  the  full  text  of  words  and  music,  and  the  same  divisions  must  be  observed. 

(2)  In  music  comprising  several  voices,  each  part  may  also  be  divided  into  musical 
phrases.     When  the  text  of  words  is  the  sane  for  all  voices,  it  is  written  only 
once  after  the  last  voice;  otherwise,  it  is  placed  after  each  part. 

(3)  Indications  of  expression  which  apply  to  all  voices  must  be  written  with  each 
voice. 

CO  In  larger  works,  or  in  collections  of  ensembles*  the  transcription  of  voices  in 
separate  copies  or  books  is  to  bo  recommended.     In  addition,    the  full  score  should 
also  be  written. 
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Preface: 

The  six  points  of  the  "braille  cell  are  numbered  1,  2,  3,  downward  on  the  left,  and 

**,  5,   6,  downward  on  the  right, 

2.      (2nd  paragraph) 

The  "breve,   the  value  of  which  is  double   that  of  the  semibreve,   is  expressed  in 
instrumental  music  "by  means  of  two  semibreves  joined  "by  the  sign  ^5?  1-^  and  in 
vocal  music  by  the  semibrave  followed  by  the  sign  Wu 

The  longa,   the  value  of  which  is  double  that  of  the  breve,   is  represented  as  the 
latter  followed  by  the  sign  ^+— 5,  1-4,   2-3-5-6, 

k*     (1st  proposal)     Breve  rest:     1-3-^,  1~3« 

(2nd  proposal)     Breve  rest:     l->4,  *l~5>  l-**>  3*»3-4» 

(add  after  2nd  paragraph) 
It  is  sometimes  necessary  to   introduce,   in  the  braille  copy,   rests  which  do   not 
appear  in  the   inkprint  text,  which  rests  are  preceded  by  point  5» 

Example  1  -  braille  supplement, 

12,     The  letter  BCR   indicating  in  the  inkprint  copy  k/k  time,   and  the  letter  nCn 
barred,   indicating  2/2  time,  are  re-presented  (instead  of  "can  be  represented") 
respectively  by  1-3,  1-4  and  £l~5~6>   l-^» 

16,      (after  the  words:     nare  written  in  the  form  of  eighths.11) 

If  such  notes  are  followed  by  real  eighths,  written  in  the  same  line  and  belonging 
to  the  same  measure,   if  the  group  exceeds  the  line  or  if  an  indication  of 
expression  comprising  several  characters  occurs  in  the  course  of  that  group,   the 
notes  are  either  written  in  their  actual  value  or  separated  from  the  following 
eighth  notes  by  the  sign  1-2-6,  2# 

26,     Delete.  N*  B* 

28,     Delete* 

30,     Delete  1st  sentence  of  the  N,  B# 

^-3,      (2nd  and  3rd  paragraphs) 

The  key  signature  is  written,  without  intervening  space,  before  the  time  signature. 

The  general  indication  of  key  signature  is  always  placed  above  the  first  sign  of 
the  musical  text.     In  music  comprising  several  parts,    it  is  written  above   the  sign 
designating  the  upper  part. 

The  modified  key  signature  is  interpolated  in  the  musical  text  at  the  beginning 
of  the  line;   and  when  this   text  is  divided  into  phrases  or  put  in  fraction  of  page, 
it  appears  in  each  part  affected, 

/|4.  (Addition) 

In  inkprint  one  or  more  notes  affected  by  an  accidental  may  be  written  in  8va  and 

repeated  in  the  same  measure  at  the  normal  position  on  the  staff.  The  accidentals 
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having  already  appeared  on  the  appropriate  line  or  space,  are  not  restated  in  print. 
In  "braille  these  accidentals  applied  to  notes  in  a  different  octave  should  "be 
repeated. 

Example  2  -  "braille  supplement 
( In  inkprint ,  thus : ) 

Example  3  ~  braille  supplement 

(See  also  paragraph  147,  revised,) 

46»  (Signs  for  long  slur,  as  adopted  in  1929i  followed  "by  proposed  new  signs) 
Beginning  of  long  slur:  5-6»  1-2  »•••  5~6>  2 

End  of  long  slur:  4-5,  2~3  , ..♦  5,  2-3 

End  of  one  long  slur  and 

beginning  of  another  on  the 

same  note  ^6,   1-2,  4-5,  2-3  ,,,,  $~69   2-5,  2-3 

Example  4  -  braille  supplement 

493  When  in  two  consecutive  chords  all  the  notes  common  to  "both  are  tied,  the 
ties  are  indicated  "by  the  sign  4-6,  1-4  placed  after  the  last  interval  of  the  first 

cho  rd. 

Example  5  -  "braille  supplement 

In  a  succession  of  more  than  four  chords,  where  all  the  common  notes  are   tied, 
whatever  their  number  may.  be,   the  sign  4-6,  1-4,  1-4  is  written  after  the  first 
chord  and  the   sign  4-6,   L»4  before   the   last  one» 

Example  6  -  braille   supplement 

54-      (Rearrangement  of  accent  signs,   and  an  additional  sign) 

Staccato :  2-3~6     ~ 

Staccatissimo:  6,  2-3~6  ~ 

Martellato:  5-6,   2-3-6 

Sforzando:  4-6,  2-3-6 

Tenuto  staccato:  St  2-3-6 

Tenuto    (ten):  4-5-6,  2-3-6 

Tenuto    (a  dash):  4-5>  2-5-6     (new) 

Inverted  sforzando:  4,  2-3-6 

Portamento   staccato:  1—4,   2-^-6 

Crescendo  and  diminuendo:  1-6,  3 

64,      (2nd  paragraph) 

When  an  indication  of  expression  or  other  direction  consists  of  a  long  word  or  of 
two  or  more  words,   it  is  always  written  in  parentheses  without   the  word  sign,  and  a 
blank  space  precedes  and  follows  it.     When  such  an  expression  occurs  within  a 
measure,   the  music  is  broken  off  before   the  indication  by  the  music-hyphon  and 
resumes  after  the  indication  with  the  octave  mark. 

Example  7  -  braille  supplement 
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71.   (proposal)  To  replace  the  signs  (Example  8  -  "braille  supplement)  "by  the  signs 
(Example  9  -  "braille  supplement)  as  indicated  in  the  N.B. 

83,  Delete  the  N.B. 

8^.  (Edition) 

The  repetition  of  unmeasured  fragments  is  also  practicable.  In  such  cases  the 

beginning  of  the  fragment  to  "be  repeated  is  preceded  "by  the  sign  1-6,  2-3-^.6. 

Example  10  -  "braille  supplement 

91*  Bepetitions  described  in  paragraphs  89  and  90  should  not  reach  "backward  "beyond 
the  segment  in  v/hich  they  appear.  However,  in  music  of  regular  structure  (in 
formal,  clear  phrasing)  it  is  possible  in  this  manner  to  repeat  up  to  sixteen 
measures.  Otherwise,  it  is  "best  not  to  count  "back  more  than  four  measures. 

Measures  which  have  already  "been  included  in  an  abbreviation  should  not  "be  expressed 
"by  another  partial  repeat. 

The  use  of  partial  repeats  must  "be  made  in  a  manner  which  will  preserve  the  clarity 
and  phrasing  of  the  musical  composition, 

93<,  If  part  of  a  measure,  a  whole  measure,  or  several  measures  are  repeated  in 
another  octave,  the  appropriate  octave  mark  is  placed  "before  the  repeat  sign  or 
"before  the  second  numeral  of  a  partial  abbreviation.  The  first  note  following 
such  repetitions  or  abbreviations,  must  be  preceded  by  an  octave  mark. 

9^0  The  inkprint  symbols  designating  the  Segno  and  Dal  Segno  are  reproaontcd 
respectively  in  braille  by  y-^6   and  5>  y-^6  placed  between  spaces.  The  end  of  a 
segno  is  marked  by  the  sign  1-6  placed  after  the  last  measure  to  be  repeated. 

The  end  of  a  segno  repeat  leading  to  a  coda  (represented  in  inkprint  by  an 
encircled  cross)  is  indicated  in  braille  by  the  sign  3~ij-6j  1-2-3  and  the 
beginning  of  the  coda  (represented  in  inkprint  by  the  same  sign,  the  encircled 
cross)  is  indicated  in  braille  by  the  sign  5>  3-^6,  1-2-3. 

Segnos  must  not  be  used  in  braille  if  they  do  not  appear  in  the  inkprint  copy. 

95»  When  measure  numbering  is  employed  (see  95  "bis)  the  measures  to  be  repeated 
can  be  found  by  means  of  the  measure  numbers  which  immediately  follow  the 
paragraph  number.  In  the  indication  of  a  repeat  by  means  of  measure  numbers, 
there  stands  first  the  serial  number  of  the  section  in  v/hich  the  repeated  measures 
are  to  be  found;  directly  following  is  a  numeral  in  the  lower  cell  representing  the 
first  measure  number  of  the  repeated  passage;  then  a  hyphen  (points  ^-6);  and, 
finally,  another  number  in  the  lower  cell  representing  the  last  measure  of  the 
repeated  passage.  The  entire  designation  is  preceded  and  followed  by  a  blank  space. 

Example  11  -  braille  supplement  (repeat  from  section  3>  beginning  with 
measure  17  through  measure  23) 

A  repetition  by  means  of  measure  numbers  must  not  be  used  within  the  immediate 
section. 

95  bis.  In  every  transcription,  measures  are  to  be  numbered.  In  inkprint,  such 
numbers  are  sometimes  written  over  each  measure.  In  braille,  where  a  number  with 
every  measure  would  be  cumbersome,  it  is  sufficient  to  indicate  the  first  and  last 
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measure  number  of  a  segnent.     These  numerals,  placed  between  the  segment  number  and 
the  hand  or  pedal  sign,  are  preceded  by  the  numeral  sign.     They  are  written  in  the 
lower  cell  and  joined  by  the  hyphen. 

An  incomplete  measure  at  the  beginning  of  an  inner  division  takes  the  same  measure 
number  as  the  incompleted  measure  at  the  end  of  the  preceding  division;    this 
numeral  is  followed  by  point  3»     Measures  included  in  prima  and  seconda  volta,  as 
well  as   those  affected  by  double-bar  repeats  are  counted  only  once  in  the  measure 
numbering.     The  separate  movements  of  suites,   sonatas,   etc,,   commence  with  a  new 
measure  numbering* 

97.      (Addition) 

If  the  double-bar  repeat  sign  occurs  within  a  measure,   it  is  followed  by  the  music- 
hyphen,  after  which  one  space  is  left, 

99.      (Addition  to   the  original  rule) 

When,  on  occasion,  it  is  necessary  to  read  the  chords  upward  in  the  treble  or 
downward  in  the  bass,   the  second  half  of  the  hand— signs  is  doubled.     The  numeral 
direction  of  chords  is  restated  by  the  reappearance  of  the  usual  signs, 

99?     (Other  proposals) 

In  piano  music,  when  there  is  need  of  indicating  by  which  hand  a  certain  number  of 
notes  should  be  played,    the  right  hand  and  the  left  hand  are  designated  respectively 
by  the  sign  ^-,  1  and  6,  3  placed  before  the  first  note  of  each  hand, 

Example  12  -  braille  supplement 

106*  (1st  addition) 

Che  inkprint  pagination  is  shown  in  braille  in  the  last  line  at  the  left  margin, 
written  in  cardinal  numerals.  If  more  than  one  inkprint  page  is  to  be  represented, 
the  first  number  is  folio wed  by  the  hyphen  and  the  second  cardinal  numeral  is 
v;ritten  without  prefix.  The  braille  page  number  is  shown  in  the  last  line  at  the 
light  margin.  In  the  free  space  at  the  center  of  this  line  may  be  restated  certain 
titles,  such  as  sonata  movements,  etude  numbers,  etc, 

aOo,   (Addition  to  2nd  paragraph) 

Where  the  changing  of  the  page  is  designated  by  the  sign  5>  2~5>  a  tangible  mark 

should  be  placed  in  the  left  margin  before  the  line  where  this  sign  appears, 

107,  Delete 

108.  (Addition) 

Fowever,  this  sign  must  be  used  only  when  a  passage  is  already  abbreviated  in 
inkprint, 

109*  (It  is  proposed  to  retain  this  rule  for  the  octave  interval  only,) 

110 »  Delete 

1^3*      (Replace  the  last  ten  words  by:) 

Before  such  fragment  is  i/ritten  the  sign  designating  the  hand  with  which  the 

passage  begins, 

1^5.      (Addition) 

When  a  text  containing  interval  signs  alternates  between  the  hands,   it  is  necessary 

to  indicate   the  ascending  or  descending  order  of  these  intervals   (see  paragraph  99,) 
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147.     (Addition) 

In  inkprint,  one  or  more  notes  affected  "by  an  accidental  may  be  written  in  one  of 
the  hand  parts  and  repeated  in  the  same  measure  in  the  other  hand  part*     The 
accidentals,  having  already  appeared  on  the  appropriate  line  or  space,,  are  not 
restated  in  print.     In  "braille  these  accidentals  should  he  repeated. 

Example  13  -  "braille  supplement 

(in  this  example  the  notes  in  the  G-  clef  played  by  the  left  hand  are  written  in 
inkprint  on  the  staff  reserved  for  the  right  hand  and  the  sharp  before  the   two  E's 
does  not  appear  in  the  left  hand, 

150,  (Addition) 

Example  14  -  braille  supplement   (Staccato  pedal) 

151.  (Addition) 

In  certain  piano  works,  arbitrary  signs  for  pedaling  are  found  which  in  braille  are 
to  be  indicated  by  adaptations  of  the  usual  signs.  These  symbols  must  be 
explained  by  the  transcriber, 

154,   (Addition) 

Substitution  is  indicated  by  the  slur  sign  1-4  placed  between  the  signs  designating 
heel  and  toe*  When  the  change  from  one  foot  to  the  other  is  without  designation 
of  toe  or  heel^  the  sign  6-3  is  placed  after  the  note.  When  pedaling  is 
represented  in  inkprint  by  unusual  signs,  it  is  advisable  to  devise  equivalent 
symbols,  taking  care  to  explain  them, 

155*     (Addition) 

Manuals  are   indicated  as  follows: 

Example  15  -  braille  supplement 

The  indications  of  stops?  are  treated  as  expression  marks  and  follow  indications  of 

manuals. 

The  release  of  stops  is  indicated  by  the  sign  yJim 5,  3, 

Range  of  tone  by  foot-measure  designation  is  shown  by  a  cardinal  numeral  followed 
by  point  34 

Example  16  •»  braille  supplement 

l67t     Delete  last  sentence, 

168»     The  sign  designating  pizzicato  is  represented  by  b—5t  2-3-6, 

169.  (Additions) 

When  several  notes  are  to  be  sung  on  the  same  syllable,  they  are  joined  by  the  slur 

sign  1-4  even  if  they  are  not  so  marked  in  inkprint* 

The  slur  for  phrasing  is  not  usually  indicated  in  braille;  however,  if  such  phrasing 
is  to  be  marked,  the  signs  5*6,  2  and  5>  2-3  should  be  employed  (see  paragraph  46), 

Partial  abbreviations  are  avoided  in  vocal  music.  The  repetition  of  a  whole  measure, 
indicated  by  the  sign  2->5-6,  is  permitted*  but  the  repetition  of  a  fraction  of 
measure  is  to  be  avoided. 
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173.   (Addition) 

If  the  text  of  words  is  written  in  contractions,  the  repetition  sign  3-5  is  preceded 

by  point  6. 

(Other  addition) 

In  such  repetitions  it  is  necessary  to  observe  correct  punctuation. 

17^     Delete 

175*      (Revision  of  2nd  paragraph) 

The  sign  6-3  is  placed  "before  the  notes  and  the  sign  5-6>  2-3  "before  the  words; 

they  are  indented  two  or  three  spaces  at  the  beginning  of  each  division  of  the  piece. 

176»   (Revision) 

In  pieces  comprising  several  stanzas,  the  music  is  written  only  once,  even  if  it  is 
repeated  in  inkprint.  If  the  music  contains  variants  applicable  to  the  other 
stanzas,  the  variant  sign  is  used  (see  paragraph  103),  a^d  the  appropriate  text  is 
written  immediately  after  the  initial  passage  but  on  the  following  line.  Each  such 
variant  must  be  preceded  by  the  number  of  the  stanza  to  which  it  applies. 

176.   (Addition) 

(1st  proposal) 

When,  in  choral  music,  one  of  the  parts  is  temporarily  divided,  the  measure  is 

preceded  by  the  sign  y-k   and  the  two  parts  are  joined  by  the  iiv-accord  sign. 

(2nd  proposal) 

In  choral  music,  when  one  voice  is  temporarily  divided,   the  different  parts  are  not 

presented  as  intervals  or  in-*accords,  but  they  are  written  in  score. 

Additions   to  Chapter  XXI* 

(1)  In  vocal  music  with  accompaniment,  when  the  voice  part  is  divided  in  musical 
phrases,   each  one  followed  by the  corresponding  words,   the  accompaniment  is  written 
after  the  full  text  of  words  and  music,  and  the  same  divisions  must  be  observed. 

(2)  In  music  comprising  several  voices,  each  part  may  also  be  divided  into  musical 
phrases.     When  the  text  of  words  is  the  sarao  for  all  voices,  it  is  written  only 
once  after  the  last  voice;  otherwise,   it  is  placed  after  each  part. 

(3)  Indications  of  expression  which  apply  to  all  voices  must  be  written  with  each 
voice. 

(*0  In  larger  works,  or  in  collections  of  ensembles,   the  transcription  of  voices  in 
separate  copies  or  books  is  to  be  recommended.     In  addition,   the  full  score  should 
also  be  written. 
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ITota:  (Adjonction) 

Les  six  points  "brailles,  consid&res  de  haut  en  bas  et  en  lisant,  sont  numerotes 

comme  suit:  A  gauche  du  rectangle,  1,  2,  3»  &  droite  du  rectangle,  4,  5>  6* 

2,     (2m«  alinea) 

La  note  carree,   dont  la  duree  est  le  double  de  celle  de  la  rond,   s'erprime  dans  la 
musique  instrumentale  au  mo yen  de  deux  rondeg  reliees  entre  elles  par  le  signe 
*t-5,  1-4  et  dans  la  musique  vocale,  par  une  ronde  suivie  du  signe  1-3* 

La  longue,   dont  la  dur^e  est  1©  double  de  la  note  carree,  est  representee  comme  cette 
dernlere  suivie  du  signe  V-5>  l-^» 


4,      (Premiere  proposition:) 
Double  pause,  1-3-4- ,  1-3  . 

(Deuxieme  proposition:) 
Double  pause,  1-3-4,  4-5,  1~^>  1-0-*** 


(Aprfcs  le  2me  alinea,  adjonction) 

On  est  quelque  fois  oblige  d'introduire  dans  la  copie  en  braille  des  silences  qui 
ne  figurent  pas  sur  le  texte  en  noir;   chacun  de  ces  silences  doivent  etre  precedes 
du  point  5» 

Exemple  1  -  braille  supplement. 

(Dans  ce  dernier  exemple,  le  soupir  figure  en  noir,) 

12.     La  lettre  MCB,  indiquant  dans  le  texte  en  noir  la  mesure  &,  4/^4-  et  la  lettre 
n0  harr£,n   indiquant  la  mesure  h.  2/2,   sont  re-presentees     (au  lieu  de  "peuvent 
etre  representees")  respectivement  par  4—6,  1-4  et  4— 5~69  1—4, 

16.      (Apres  les  mots  "s'ecrivent  en  croches") 

Si  ces  notes  sont  suivies  de  croches  reelles  occupant  la  meme  ligne  et  appartenant 
h,  la  meme  mesure  si  le  groupe  excede  la  ligne,  ou  si  une  indication  comportant 
plusieurs  signes  est  intercalee  dans  ce  groupe,  les  notes  s'ecrivent  en  valeurs 
reelles  ou  bien  elles  peuvent  etre  separees  des  croches  suivantes  par  le  signe 
1-2-6,  2.  ,  " 

26,  Supp  rimer     N.  B, 

28.  Supprimer  paragraphe. 

30,  Supprimer  premiere  phrase  du  N.  B. 

43.  (2me  et  Job  alines s.) 

Indication  de  la  tonalite  s'^crit  avant  celle  de  la  mesure,  dont  elle  n'est 
separee  par  aucun  espace.     L* indication  generale  do  la  tonalite"  se  place 
au-dessus  du  premier  signe  du  texte  musical,     Dans  la  musique  h.  plusieurs  parties, 
elle  se  place  au-dessus  du  signe  d^signant  la  partie  superieure. 

L' indication  d'une  tonalitd  modifiee,  intercalee  au  cours  du  texte,  se  place  au 
commencement  d'une  ligne;   et  lorsque  ce   texte  est  divise  en  phrases  ou  dispose  en 
fractions  de  pago,  elle  figure  dans  chaque  partie. 
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44.     (Adjonction) 

En  noir,  une  ou  plusieurs  notes  affectees  par  une  alteration  accidentelle  sont 
parfois  ecrites  en    8va  et  repe'tees  dans  la  mime  me  sure,  a  leur  position  normale 
sur  la  portee.     Ces  alterations,  ayant  deja  figure,  sur  la  ligne  ou  l'espace 
approprie",  nlapparaissent  pas  de  nouveau  en  noir«     En  braille,   ces  accidents, 
affectant  des  notes  d'un  octave  different,  doivent  etre  reputes. 

Exemple  2  -  "braille  supplement 

(En  noir,  cot  exemple  est  ecrit  comme  suit:) 

Exemple  3  *•  braille  supplement 

46.     La  grande  liaison. 

Signes  adopt 6s  en  1929  suivis  des  signes  proposes: 

Commencement  de  la  liaison:     5-6»  1—2  ....  5"-6»  2 

Ein  de  la  liaison:     *4-5>   2-3     ••••  5>  2-3 

Fin  d'une  liaison  et  commencement  d'une  autre  sur  la  meme  note:  5-6>  1-2,  4-5,  2-3 

••••  5—6,  2—5,  2—3 
Exemple  4  -  braille  supplement 

49»     Lorsque  dans  deux  accords  successifs  toutes  les  notes  communes  sont  unies  par 
des  liaisons  de  prolongation,  ces  liaisons  sont  indiquees  par  le  signe  4-6,  1—4 
place  apres  le  dernier  intervalle  du  premier  accord, 

Exemple  5  -  braille  supplement 

Dans  une  succession  de  plus  de  4  accords,  ou  toutes  les  notes  communes,  quelque 
soit  letir  nombre,  sont  unies  par  des  liaisons  de  prolongation,  on  ecrit  le  signo 
4-6,  1-4,  1-4  apres  le  premier  accord  et  le  signe  4—6,  1-4  apres  l'avant-dernior 
accord, 

Exemple  6  -  braille  supplement 

54,     Los  di verses  indications  concernant  1' articulation  et  1' accentuation  sont 
representees  ainsi: 

D^tachtfi  2-3-6 

Pique:  6,  2-3-6 

Martele:  5-6,  2->-6 

Sforzando:  4-6,  2-3-6 

Loure*:  5*  2-3-6 

Tenuto   (ton):  4-5-6,  2-3-6 

Tenuto    (un  tiret):  4-5,   2-3-6 

Sforzando  renverse:  4,  2-3-6 

Portamento  staccato :  1-4,  2-3-6 

Son  filg:  1-6,  3 

64.     (2me  alinea) 

Quand  une  indication  se  compose  d'un  grand  mot  ou  de  doux  ou  plusiours  mots,  elle 
doit  toujours  etre  eorite  cntre  parentheses,  sans  parolier  et  entre  deux  espaces. 
Quand  une   tell.e  indication  se  rencontre  au  cours  d'une  raesure,  on  coupe  la 
musique  a  l'aido  du  guidon,  ot  celle-ci  reprend  avec  le  retour  de  la  cle*  d'octavo. 

Exemple  7  -  braille  supplement. 
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71»     (Proposition)     Remplacer  les  signes   (Exemple  8,  "braille  supplement)  par  les 
signes  (Exemple  9i  braille  supplement)   tel  qu'indique  dans  le  N.  B. 

8>     Supprimor  N.  B. 

84,      (Adjonction) 

On  pratique  egalement  la  repetition  dfun  fragment  non  mesure.     En  co  cas,  le 

commencement  du  fragment  a  repeter  est  pr&K&le  du  signe  l-»6,   2->-5--6» 

Exemple  10  -  "braille  supplement 

91»     Les  abreviations  decrites  aux  paragraphos  89  et  90  n0  doivent  pas  s'etendrc  au 
dela  de  la  phrase  dans  laquelle  ellos  figurent.     Cependant,   dans  la  musique  d'une 
structure  reguliere  et  particullerement  bien  phrasee,  on  peut  rappeler  ainsi 
jusqu'a  seize  mesures.     Autromont,   il  est  preferable  de  no  Jamais  rovenir  plus  de 
quatre  mesures  en  arriere. 

Les  mesures  deja  exprimees  par  une  abreviation  ne  peuvent  etro  rappeleos  par  une 
autre  reprise  partielle. 

Enfin,  ces  abreviations  doivent  etre  &tablies  do  maniero  a  respecter  la  clarte*  ot 
le  phrasd  de  l'oeuvre  musicale,  . 

93*     Lorsqu'une  fraction  do  mesure,  ou  une  ou  plusieurs  mesures  sont  repetees  a 
une  octave  differente,   la  cle  d'octave  adequate  est  placee  devant  lo  signe  de 
repetition  ou  devant  le  2me  numero  de  1' abreviation  partiello.     La  premiere  note  qui 
suit  ces  repetitions  ou  ces  abreviations  doit  etre  munie  d'une  cle  d'octave. 

94.     Les  signes  de  renvoi  designant  en  noir  Segno  et  Dal  Segno  sont  respectivement 
represented  en  "braille  par  3-4-6  et  5>  y^^-6  places  entre  deux  espaces.     La  fin  du 
renvoi  est  indiqu^e  par  le  signe  1-6      place"  immeaiatcment     aprfes  la  derniere  mesure 
du  fragment  a  reprendro. 

(Adjonction) 

L* indication  wal  coda"  et  cello  designant  le  commencement  do  la  coda  ello-m&ne 
(toutes  deux  representees  en  noir  par  une  croix  encerclee)  sont  respectivement 
representees  en  braille  par  les  signes  3-4-6  ,     L-3-3,  et  5>  3~*<-6,  1-3-3. 

Les  signes  de  renvoi  ne  doivent  pas  etre  utilises  en  braille  sfils  ne  figurent  pas 
sur  le  texte  on  noir. 

95«     Lorsque  les  mesures  sont  numerotees  (voir  paragraphe  95  D*s  propose),  le 
passage  a  reprendre  est  localise  aux  mo yens  des  numero s  de  mesures  qui  suivent 
imraeaiatement  celui  de  la  phrase.     Dans  1' indication  de  ces  abreviations  partielles 
figure  tout  d'abord  le  numero  d'ordrc  de  la  phrase  qui  contient  les  mesures  devant 
etre  reprises;   immediatement  apres,   des  chiffres  formes  par  les  points  3-3-5-6 
representent  le  numero  de  la  premiere  mesure  du  fragment  rappeld;   ces  chiffres 
sont  suivis  d'un  trait  d'union  et  d*un  autre  nombre,   egalement  situd  dans  la  partie 
inferieure  du  rectangle,   indiquant  le  numero  do  la  derniere  mesure  du  passage 
rqpe'td.     Le  tout  est  place  entre  deux  espaces. 

Exomple  11  -  braille  supplement     (Eeprendre  a  la  3me  phrase,   commengant  a  la 
mesure  17,  et  poursuivre  jtisqu'a  la  mesure  23).     Ces  abreviations  partielles  ne 
s'emploiont  pas  pour  rappeler  des  mesures  contenues  dans  la  phrase  meme  ou     elles 
figurent. 
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95  "bis.     Dans  toutes  les  transcriptions,  les  mesures  doivent  etre  numerotees.     En 
noir,   ces  numeros  sont  parfois  ecrits  au-dessus  de  ehaque  mes.ure.     En  braille,  alors 
que  des  chiffres  devant   toutes  les  mesures  seraient  encombrants,   il  suffit  d* indiquer 
la  premiere  et  la  derniere  mesure  de  ehaque  phrase,     Ces  nombres,  places  entre  le 
numero  de  la  phrase  et  les  signes  designant  les  mains  ou  la  pedale,   sont  munis  du 
signe  numerique.     lis  s'^crivent  dans  la  partie  inferieure  du  rectangle  et  ils  sont 
reunis  par  un  trait  d'union. 

Une  mesure  incomplete  au  commencement  de  toutes  autres  phrases  que  la  premiere 
regoit  le  numero  de  la  mesure  non  completee  a  la  fin  de  la  phrase  precedente;  ce 
numero  est  suivi  du  point  3* 

Les  mesures  comprises  dans  les  variantes   terminales  et  celles  rappelees  par  des 
barres  de  reprises  ne  sont  considered  qu'une  seule  fois  pour  fins  de  numerotage. 
Avec  les  diff erents  mouvements  d,une  suite,   d!une  sonate,  etc.,  commence  une 
nouvelle  serie  de  numeros. 

97.      (Adjonction) 

Si  une  barre  de  reprise  se  pr^sente  au  cours  d'une  mesure,  elle  doit  etre  suivi  du 

guidon,  apres  lequel  on  laisse  un  espace. 

99«      (Adjonction  a  la  regie  originale) 

Lorsque,  exceptionnellement,  les  accords  de  la  main  droite  doivent  etre  lus  du 
grave  a  l'aigu  et  ceux  de  la  main  gauche,  de  l'aigu  au  grave  la  deuxieme  moitie  du 
signe  designant  les  mains  est  doublee.     La  direction  normale  des  accords  est 
retablie  en  faisant  figurer  de  nouveau  les  signes  usuels. 

Dans  la  musique  de  piano,   quand  il  y  a  lieu  d' indiquer  les  mains  qui  doivent 
executer  -un  certain  nombre  de  notes,   la  main  droite  et  la  main  gauche  sont  designees 
respectivement  par  les  signes  4,  1  et  6,  J  places  devant  la  premiere  note  de  ehaque 
main. 

Exemple  12  -  braille  supplement 

106.     (Premiere  adjonction) 

La  pagination  du  volume  en  noir  est  placee,  en  braille,  sur  la  derni&re  ligne,  dans 
la  marge  de  gauche  et  elle  est  exprim^e  en  nombres  cardinaux.  Lorsque  plusieurs 
pages  doivent  etre  indiquees,  un  trait  d'union  est  place  entre  ehaque  numero,  et 
seul  le  premier  chiffre  est  muni  du  signe  numerique.  La  pagination  du  volume  en 
braille  est  placee  egalement  sur  la  derniere  ligne  mais  dans  la  marge  de  droite. 
Dans  l'espace  libre  au  centre  de  cette  ligne,  on  peut  rappeler  certains  titres, 
tel  que  mouvements  de  sonates,  numeros  d1  etudes,  etc. 

(Adjonction  au  2me  alinea) 

Lorsqu'une  indication  de  changement  de  page  est  representee  par  le  signe  5>  2-5 
une  marque  tangible  doit  etre  placee  dans  la  marge  de  gauche,   devant  la  ligne  ou 
figure  ce  signe. 

107»     Supprimer. 

108.     (Adjonction) 

Cependant,   ce  signe  doit  etre  utilise*  seulement  lorsqu'un  passage  est  deja  abrege 

en  noir. 

109*     II  est  propose*  de  maintenir  cette  regie  pour  l'intervalle  d'octave  seulement. 
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110.     Supprimer 

1^3.  (Remplacer  les  10  derniers  mots  par:) 

En  tete  de  ce  fragment,  on  ecrit  le  signe  dSsignant  la  main  par  laquelle  commence 

le  passage, 

145.      (Adjonction) 

Lorsqu'un  texte  comprenant  des  signes  d'intervalle  passe  alternativement  de  l»une 
a  I1 autre  main,   il  faut  indiquer  lfordre  ascendant  ou  descendant  de  ces  intervalles 
(voir  paragraphe  99 )• 

1^7,      (Adjonction) 

En  noir,  une  ou  plusieurs  notes  affectees  par  une  alteration  acciden telle  sont 
parfois  ecrites  dans  la  partie  rSservee  a  l,une  des  deux  mains  et  repetees,  dans  la 
meme  mesure,  dans  la  partie  r&servee  a  l'autre  main.     Ces  alterations,  ayant  deja 
figure  sur  la  ligne  ou  l'espace  approprie,  n'apparaissent  pas  de  nouveau  en  noir. 
En  braille,  ces  accidents  doivent  etre  repetees, 

Exemple  13  -  "braille  supplement 

(Dans  cet  exemple,  les  notes  en  cle  de  sol  executees  par  la  main  gauche  sont  ecrites 
sur  la  portee  reservee  a  la  main  droite,  et  le  diese  devant  les  fa  ne  figure  pas  de 
nouveau, ) 

150,  (Adjonction) 

Exemple  14  -  braille  supplement  (pedale  staccato) 

151.  (Adjonction) 

Dans  certaines  pieces  de  piano,  la  pedale  est  parfois  indiquee  par  des  signes  non 
conventionnels  qui  doivent  etre  represented  en  braille  selon  une  adaptation  des 
signes  usuels,  Ces  signes  doivent  etre  expliques  par  le  transcripteur, 

154.   (Adjonction) 

La  substitution  est  indiquee  par  le  signe  de  liaison  1-4  place"  entre  les  signes 

designant  le  talon  et  la  pointe.  Lorsque  la  substitution  d'un  pied  a  lf autre  ne 

comporte  pas  d* indication  de  talon  au  de  pointe,  le  signe  6-3  est  place  apres  la 

note. 

Lorsque  le  doigte  de  la  pedale  est  represents  en  noir  par  d'autres  signes  que  ceux 
habituellement  utilises,   il  est  recommandable  d'imaginer  des  signes  equivalents, 
en  ayant  soin  d'en  donner  1* explication. 

155*      (Adjonction) 

Les  claviers  sont  indiques  comme  suit: 

Exemple  15  -  braille  supplement 

Les  jeux  sont  represented  comme  des  termes  d* expression  et  leur  indication  est 
placee  aprfcs  celle  des  claviers. 

Pour  supprimer  les  jeux,  on  emploie  le  signe  3~4~5j  3« 

Le  nombre  de  pieds  est   reprdsent^    par  un  numero   cardinal  suivi  du  point  3« 

Exemple  16  -  braille  supplement. 


1929  Notation  Musicale  Braille  -  Revisions  Proposes  6 

I67*     (Supprimer  derniere  phrase) 

168,     Le  signe  designant  le  pisidcato  est  represents  par  *J~5>   2-3~6. 

l69«      (Adjonctions) 

Lorsque  plusieurs  notes  sont  affectees  h.  la  mime  syllabi,  elles  sont  unies  par  le 
eigne  1-4  mime  si  ©lies  ne  sont  pas  ainsi  indiquees  en  noir,     Le  coule  embrassant 
tine  phrase  musicale  n*est  generalement  pas  reprodti.it  en  "braille;   cependant  lorsque 
ce  phrase  est  indique,   les  signes  5~6>  2       5>  2—3  sont  utilises   (woir  paragraphe  ^6). 

On  doit  eviter  l»emploi  des  abreviations  partielles  dans  la  musique  vocale.     La 
repetition  d'une  mesure  entiere  commanded  par  le  signe  2~J-5-6  est  permise;  mais 
celle  d'une  fraction  de  mesure  doit  etre  dvitee, 

I73.      (Ad jo  notion) 

Si  les  paroles  sont  ecrites  en  abreges  ortographiques,  le  signe  de  repetition  3-5 

est  pr^cdde  du  point  6. 

(Autre  adjonction) 

Dans  de   telles  repetitions,   il  faut  toujours  respecter  la  ponctuation  exacte, 

17*J>     Supprimer. 

175*      (Revision  du  2me  alinea) 

Le  signe  6-3  precede  la  partie  vocale  et  le  signe  5-6>  2~3  precede  les  paroles; 
ils  s'Scrivent  dans  le  3^6  et  1©  ^toe  rectangle,   en  tlte  de  chacune  des  divisions 
du  morceau. 

176,      (Revision) 

Dans  les  pieces  comprenant  plusieurs  couplets,   le  texte  musical  n*est  ecrit  qu'une 
seule  fois,  meme  s'il  est  repete  en  noir.     Si  la  partie  vocale  comporte  des 
variantes  appJLicahles  aux  differents  couplets,   le  signe  designant  une  variante  est 
utilise*  (voir  paragraphe  103),  et  le   texte  approprie  e*  ecrit  immediatement  apres  le 
passage  initial,  mais  sur  la  ligne  suivante.     Chaque  variante  doit   toujours  etre 
precedes  du  numero  du  couplet  auquel  elle  se  rapporte. 

(Ad  jo  net  ion) 

Lorsque  dans  la  musique  chorale  une  des  parties  se  devise  temporairement,   la 
mesure  est  alors  prec^dee  du  signe  y-^e  et  les  parties  sont  reunies  par  le  signe  de 
copule. 

(2me.  proposal) 

Dans  la  musique  chorale,  lorsqu'une  voix  ee  divise  temporairement,   les  differentee 
parties  ne  sont  presentees  ni  en  intervalles  ni  en  copules,  mais  elles  s'ecrivent 
en  partition* 

(Adjonctions  au  chapitre  XXI. ) 

(1)  Dans  la  musique  de  chant  avec  accompagnement,  lorsque  la  partie  vocale  est 
divis<6  en  phrases  musicale s  dont  chacune  est  suivi  des  paroles  correspondantes, 
l1 accompagnement  s'dcrit  apres  le  texte  complet  de  paroles  et  musique  et  il  doit 
observer  les  memes  divisions. 

(2)  Dans  la  musique  |l  plusieurs  parties,   chaque  voix  peut  etre  divisee  en  phrases 
musicales.     Si  le  texte  dee  paroles  est  le  meme  pour  toutes  les  voix  il  s* ecrit  apres 
la  derniere;   autrement  il  doit  etre  plaee*  apres  chaque  partie. 
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(3)  Les  indications  d1  expression  qui  se  rapportent  h  toutes  les  parties  doivent 
s'^crire  dans  chaxrune  d*elles. 

(^)  Pour  les  ouvrages  d1  envergure  ou  pour  les  recueils  de  choeurs,   il  est  & 
reeommander  de  transcrire  le  texte  vocal  en  copies  ou  en  volumes  separ&s.     En  plus 
la  partition  complete  doit  aussi  etre  ecrite. 


1929  NOTATION  MUSICALE  BBAILLE 
REVISIONS  PEOPOSBES 

Nota:  (Adjonction) 

Les  six  points  "brailles,  considered  de  haut  en  bas  et  en  lisant,  sont  numerotes 

comme  suit?  A  gauche  du  rectangle,  1,  2,  3»  &  droite  du  rectangle,  4,  5>  6« 

2.     (2m«  alinea) 

La  note  carree,   dont  la  duree  est  le  double  de  celle  de  la  rond,   s^exprime  dans  la 
musique  instrumentale  au  mo yen  de  deux  rondes  reliees  entre  elles  par  le  signe 
4-5»  1~^  ©t  dans  la  musique  vocale,  par  une  ronde  suivie  du  signe  l-3» 

La  longue,   dont  la  dur^e  est  le  double  de  la  note  carree,  est  representee  comme  cette 
derniere  suivie  du  signe  4-5,  1-4, 


4,      (premiere  proposition:) 
Double  pause,  l~3-h9  1-3  • 

(Deuxieme  proposition:) 
Double  pause,  1-3-4,  4-5,  1-4,  l->-4. 


(Aprfcs  le  2me  alinea,  ad jo notion) 

On  est  quelque  fois  oblige  d'introduire  dans  la  copie  en  braille  des  silences  qui 
ne  figurent  pas  sur  le  texte  en  noir;   chacun  de  ces  silences  doivent  etre  precedes 
du  point  5» 

Exemple  1  —  braille  supplement. 

(Dans  ce  dernier  exemple,  le  soupir  figure  en  noir.) 

12,     La  lettre  H0%  indiquant  dans  le  texte  en  noir  la  mesure  a  4/4  e*  ^a  lettre 
ft0  barre","   indiquant  la  mesure  a  2/2,  sont  representees     (au  lieu  de  "peuvent 
etre  representees")  respectivement  par  4—6,  1-4  et  4-5-6,  1—4. 

16.      (Apres  les  mots  "s'ecrirent  en  croches11) 

Si  ces  notes  sont  suivies  de  croches  reelles  occupant  la  meme  ligne  et  appartenant 
a  la  meme  mesure  si  le  groupe  excede  la  ligne,  ou  si  une  indication  comportant 
plusieurs  signes  est  intercalee  dans  ce  groupe,  les  notes  s'ecrivent  en  valeurs 
reelles  ou  bien  elles  -oeuvent  etre  seoarees  des  croches  suivantes  par  le  signe 
1-2-6,   2.  .      .  , 

26,  Supp rimer     N.  B, 

28.  Supprimer  paragraphe, 

30 f  Supprimer  premiere  phrase  du  N.  B. 

43.  (2me  et  3me  alinms.) 

Indication  de  la  tonalite  s'ecrit  avant  celle  de  la  mesure,   dont  elle  n'est 
separee  par  aucun  espace.     L'  indication  generale  de  la  tonalite  se  place 
au-dessus  du  premier  signe  du  texte  musical,     Dans  la  musique  a  plusieurs  parties, 
elle  se  place  au-dessus  du  signe  designant  la  partie  superieure, 

L1  indication  d'une  tonalite"  modifiee,  intercalee  au  cours  du  texte,  se  place  au 
commencement  d'une  ligne;   et  lorsque  ce   texte  est  divise  en  phrases  ou  dispose  en 
fractions  de  pago,  elle  figure  dans  chaque  partie. 


1929  Notation  Husicalo  Braille  -  Revisions  Proposees  2 

44-.     (Adjonction) 

En  noir,  une  ou  plusieurs  notes  affectees  par  une  alteration  accidentelle  sont 
parfois  ecrites  en    8va  et  repdtees  dans  la  meme  mesure,  a  leur  position  normale 
sur  la  portee.     Ces  alterations,  ayant  deja  figure,  sur  la  ligne  ou  l'espace 
approprie",  n'apparaissent  pas  de  nouveau  en  noir»     En  "braille,   ces  accidents, 
affectant  des  notes  d'un  octave  different,  doivent  etre  repels. 

Exemple  2  -  "braille  supplement 

(En  noir,  cot  exemple  est  ecrit  comme  suit:) 

Exemple  3  "*  "braille  supplement 

Li6*     La  grande  liaison. 

Signes  adopted  en  1929  suivis  des  signes  proposes: 
Commencement  de  la  liaison;     5-6»   1-2  .,..  5~6>  2 
fin  de  la  liaison:     4-5,   2-3     ....  5,  2-3 

Pin  d'une  liaison  et  commencement  d'une  autre  sur  la  meme  note:  5~6>  1-2,  4-5,  2-3 
••»•   5-6  j  2—5,  2—3 

Exemple  4-  -  "braille   supplement 

49*     Lorsque  dans  deux  accords  successifs   toutes  les  notes  communes  sont  unics  par 
des  liaisons  de  prolongation,  ces  liaisons  sont  indiquees  par  le  signe  4-6,  l-*4- 
place  apres  le  dernier  intervalle  du  premier  accord* 

Exemple  5  -•  "braille  supplement 

Dans  une  succession  de  plus  de  4  accords,  ou  toutes  los  notes  communes,  quelque 
soit  leur  nombre,  sont  unies  par  des  liaisons  de  prolongation,  on  ecrit  le  signe 
4-6,  1-4,  1-4-  apres  le  premier  accord  et  le  signe  4—6,  1-4  apres  l'avant-dernier 
accord, 

Exemple  6  -  "braille  supplement 

54-.     Les  di verses  indications  concernant  1'  articulation  et  1*  accentuation  sont 
representees  ainsi: 

Detach*:  2-3-6 

Pique:  6,  2-3-6 

Martele:  5-6,  2-3-6 

Sforzando:  4-6,  2-3-6 

Lourg:  5,  2->-6 

Tenuto   (ton):  4-5-6,  2->-6 

Tenuto   (un  tiret):  4—5,   2-^-6 

Sforzando  ronvcrse:  4,  2-3-6 

Portamento  staccato:  1-4,  2-3-6 

Son  fil6:  1-6,  3  ' 

64*.     (2me  alinea) 

Quand  une  indication  se  compose  d'un  grand  mot  ou  de  doux  ou  plusiours  mots,  elle 
doit  toujours  etre  ecrite  ontre  parentheses,  sans  parolier  et  entre  deux  espaces. 
Q,uand  une   tell.e  indication  se  rencontre  au  cours  d'une  mesure,  on  coupe  la 
musique  a  l'aido  du  guidon,  ot  celle-ci  reprend  avec  lc  retour  de  la  cle*  d'octavo. 

Exemple  7  -  "braille  supplement. 
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71*      (Proposition)     Semplacer  les  signes   (Exemple  8,  "braille  supplement)  par  les 
signes  (Exemple  9,  braille  supplement)   tel  qu'indique  dans  le  N.  B. 

83*     Supprlmor  N.  B. 

8*W      (Adjonction) 

On  pratique  egalement  la  repetition  d*un  fragment  non  mesure.     En  ce  cas,  le 

commencement  du  fragment  a  repeter  est  pr&ede  du  signe  l-»6,   2-3-5-6, 

Exemple  10  —  "braille  supplement 

91  •     lies  abreViations  decrites  aux  paragraphos  89  et  90  ne  doivent  pas  s'etendro  au 
dela  de  la  phrase  dans  laquelle  cllos  figurent.     Cependant,   dans  la  musique  d'une 
structure  reguliere  et  particulierement  Men  phrasee,  on  peut  rappeler  ainsi 
jusqu'a  seize  mesures.     Autromont,   il  est  preferable  de  no  jamais  rovenir  plus  de 
quatre  mesures  en  arriere. 

Les  mesures  dejci  exprimees  par  une  abreviation  ne  peuvent  etre  rappeleos  par  une 
autre  reprise  partielle. 

Enfin,   ces  abreviations  doivent  etre  etablies  de  maniere  h  respecter  la  clarte*  ot 
le  phrase  de  l'oeuvre  musicalo.  , 

93»     Lorsqu'unc  fraction  de  mesure,  ou  une  ou  plusieurs  mesures  sont  repetees  a 
une  octave  differente,   la  cle  d'octave  adequate  est  placee  devant  le  signe  de 
repetition  ou  devant  le  2me  numero  de  1»  abreviation  partielle*     La  premiere  note  qui 
suit  ces  repetitions  ou  ces  abreviations  doit  etre  munie  d*une  cle  d' octave. 

9^»     Les  signes  de  renvoi  designant  en  noir  Segno  et  Dal  Segno  sont  respectivement 
representee  en  braille  par  yA*-6  et  5,  y-^-6  places  entrc  deux  espaces.     La  fin  du 
renvoi  est  indiqu<Se  par  le  signe  1-6       place*  immediatement     apres  la  derniere  mesure 
du  fragment  a  reprendre. 

(Adjonction) 

L' indication  nal  coda"  ot  cello  designant  le  commencement  de  la  coda  ello— meme 
(toutos  deux  representees  en  noir  par  une  croix  encerclee)  sont  respectivement 
representees  en  "braille  par  les  signes  >4-6  ,     iU-2-3,  et  5,  3-^6,  1-2-3. 

Les  signes  de  renvoi  ne  doivent  pas  etre  utilises  en  braille  s'ils  ne  figurent  pas 
sur  le  texte  on  noir. 

95*     Lorsque  les  mesures  sont  numerotees  (voir  paragraphe  95  ^is  propose),  le 
passage  a  reprendre  est  localise  aux  moyens  des  numero s  de  mesures  qui  suivent 
imraeaiatement  celui  de  la  phrase.     Dans  1' indication  de  ces  abreviations  partielles 
figure  tout  d»abord  le  numero  d'ordro  de  la  phrase  qui  contient  les  mesures  devant 
etre  reprises;   immediatement  apres,   des  chiffres  formes  par  les  points  2-3-5-6 
representont  le  numero  de  la  premiere  mesure  du  fragment  rappele;   ces  chiffres 
sont  suivis  d'un  trait  d»union  et  d*un  autre  nombre,   egalement  situe  dans  la  partie 
infdrieure  du  rectangle,   indiquant  le  numero  do  la  derniere  mesure  du  passage 
repute,     ke   tout  est  place  entre  deux  espaces. 

Exemple  11  -  "braille  supplement     (Reprendre  a  la  ya&  phrase,   commengant  a  la 
mesure  17,  et  poursuivre  jusqu<a  la  mesure  23).     Ces  abreviations  partielles  ne 
s'emploient  pas  pour  rappeler  des  mesures  contenues  dans  la  phrase  meme  ou     elles 
figurent. 
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95  "bis,     Dans  toutes  les  transcriptions,   les  mesures  doivent  etre  numerotees.     En 
noir,   ces  numeros  sont  parfois  ecrits  au-dessus  de  chaque  mesure.     En  "braille,  alors 
que  des  chiffres  devant   toutes  les  mesures  seraient  encombrants,   il  suffit  d1 indiquer 
la  premiere  et  la  derniere  mesure  de  chaque  phrase,     Ces  norabres,  places  entre  le 
numero  de  la  phrase  et  les  signes  designant  les  mains  ou  la  pedale,   sont  munis  du 
signe  numerique.     lis  s*ecrivent  dans  la  partie  inferieure  du  rectangle  et  ils  sont 
reunis  par  un  trait  d« union. 

Une  mesure  incomplete  au  commencement  de  toutes  autres  phrases  que  la  premiere 
regoit  le  numero  de  la  mesure  non  complete©  b.  la  fin  de  la  phrase  prec^dentej  ce 
numero  est  suivi  du  point  3» 

Les  mesures  comprises  dans  les  variantes   terminales  et  celles  rappelees  par  des 
"barres  de  reprises  ne  sont  considerees  qu'une  seule  fois  pour  fins  de  numerotage. 
Avec  les  different s  mouvements  d*une  suite,   d'une  sonate,  etc.,  commence  une 
nouvelle  serie  de  numeros. 

97.      (Adjonction) 

Si  une  "barre  de  reprise  se  presente  au  cours  d'une  mesure,  elle  doit  etre  suivi  du 

guidon,  apres  lequel  on  laisse  tin  espace. 

99*      (Adjonction  a  la  regie  originale) 

Lorsque,  except ionnellement,  les  acccrds  de  la  main  droite  doivent  etre  lus  du 
grave  a  l'aigu  et  ceux  de  la  main  gauche,   de  l'aigu  au  grave  la  deuxieme  moitte  du 
signe  designant  les  mains  est  doublee.     La  direction  normale  des  accords  est 
retahlie  en  faisant  figurer  de  nouveau  les  signes  usuels. 

Dans  la  musique  de  piano,   quand  il  y  a  lieu  d' indiquer  les  mains  qui  doivent 
executer  un  certain  nombre  de  notes,  la  main  droite  et  la  main  gauche  sont  designees 
respectivement  par  les  signes  4,  1  et  6,  3  places  devant  la  premiere  note  de  chaque 
main. 

Exemple  12  -  braille  supplement 

106.      (Premiere  adjonction) 

La  pagination  du  volume  en  noir  est  placee,  en  "braille,  sur  la  derniere  ligne,  dans 
la  marge  de  gauche  et  elle  est  exprim^e  en  nomhres  cardinaux.  Lorsque  plusieurs 
pages  doivent  etre  indiquees,  un  trait  d'union  est  place  entre  chaque  numero,  et 
seul  le  premier  chiffre  est  muni  du  signe  numerique.  La  pagination  du  volume  en 
"braille  est  placee  egalement  sur  la  derniere  ligne  mais  dans  la  marge  de  droite. 
Dans  l1  espace  lihre  au  centre  de  cette  ligne,  on  peut  rappeler  certains  titres, 
tel  que  mouvements  de  so nates,  numero s  d< Etudes,  etc. 

(Adjonction  au  2me  alinea) 

Lorsqu'une  indication  de  changement  de  page  est  representee  par  le  signe  5,  2—5 
une  marque  tangible  doit  etre  placee  dans  la  marge  de  gauche,   devant  la  ligne  ou 
figure  ce  signe, 

10 7t     Supprimer. 

108.  (Adjonction) 

Oependant,   ce  signe  doit  etre  utilise  seulement  lorsqu'un  passage  est  dej&  abrege 
en  noir, 

109.  II  est  propose"  de  maintenir  cette  regie  pour  l'intervalle  d'octave  seulement. 
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110.     Supprimer 

1^3»     (Remplacer  leg  10  derniers  mots  par:) 

En  tete  de  ce  fragment,  on  ecrlt  le  signe  ddsignant  la  main  par  laquelle  commence 

le  passage, 

1^5*      (Adjonction) 

Lorsqu'un  texte  comprenant  des  signes  d' intervalle  passe  alternativement  de  l»une 
a,  1* autre  main,   il  faut  indiquer  l^rdre  ascendant  ou  descendant  de  ces  intervalles 
(voir  paragraphs  99) • 

lij-7,      (Adjonction) 

En  noir,  une  ou  plusieurs  notes  affectees  par  une  alteration  acciden telle  sont 
parfois  ecrites  dans  la  partie  reservee  a  l'une  des  deux  mains  et  repetees,   dans  la 
meme  mesure,  dans  la  partie  reservee  a  I1  autre  main,     Ces  alterations,  ayant  de^a 
figure  sur  la  ligne  ou  l'espace  approprie,  n!apparaissent  pas  de  nouveau  en  noir. 
En  braille,   ces  accidents  doivent  etre  repetees. 

Exemple  13  -  braille  supplement 

(Dans  cet  exemple,   les  notes  en  cle  de  sol  executees  par  la  main  gauche  sont  ecrites 
sur  la  portee  reservee  a  la  main  droite,  et  le  diese  devant  les  fa  ne  figure  pas  de 
nouveau. ) 

150.      (Adjonction) 

Exemple  Ik  -  braille  supplement   (pedale  staccato) 

151  •      (Adjonction) 

Dans  certaines  pieces  de  piano,  la  pedale  est  parfois  indiquee  par  des  signes  non 
convent ionnels  qui  doivent  etre  represented  en  braille  selon  une  adaptation  des 
signes  usuels.     Ces  signes  doivent  etre  expliques  par  le  transcripteur* 

15^.      (Adjonction) 

La  substitution  est  indiquee  par  le  signe  de  liaison  1-4  place"  entre  les  signes 

designant  le   talon  et  la  pointe.     Lorsque  la  substitution  d'un  pied  a  l!autre  ne 

comporte  pas  d' indication  de  talon  au  de  pointe,  le  signe  6-3  est  place  apree  la 

note# 

Lorsque  le  doigte  de  la  pedale  est  represents  en  noir  par  d'autres  signes  que  ceux 
habituellement  utilises,   il  est  recommandable  d'imaginer  des  signes  equivalents, 
en  ayant  so  in  d'en  donner  l1  explication* 

155*      (Adjonction) 

Les  claviers  sont  indiques  comme  suit: 

Exemple  15  -  braille  supplement 

Les  jeux  sont  represented  comme  des  termes  d*  expression  et  leur  indication  est 
placee  aprfcs  celle  des  claviers. 

Pour  supprimer  les  jeux,  on  emploie  le  signe  3-^5 f  3, 

Le  nombre  de  pieds  est   represent^    par  un  numero  cardinal  suivi  du  point  3» 

Exemple  16  -  braille  supplement. 
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I67*      (Supprimer  derniere  phrase) 

168,     Le  signe  d^signant  le  pizzicato  est  represents  par  4~5>  2-3~6« 

169»      (Adjonctions) 

Lorsque  plusieurs  notes  sont  affectees  b.  la  meme  syllab*,  elles  sont  unies  par  le 
signe  1-.J+  mfcrne  si  elles  ne  sont  pas  ainsi  indiquees  en  noir,     Le  could  embrassant 
■one  phrase  pmsicale  n'est  generalement  pas  reproduit  en  braille;   cependant  lorsque 
ce  phrase  est  indique,   les  signes  5-6 »  2       5»  2—3  sont  utilises   (woir  paragraphe  46). 

On  doit  eViter  l'emploi  des  abreviations  partielles  dans  la  musique  vocale.     La 
repetition  d'une  mesure  entiere  commandee  par  le  signe  2~y-$~6  est  permise;  mais 
celle  d'une  fraction  de  mesure  doit  etre  dvitee. 

173,      (Ad  jo  notion) 

Si  les  paroles  sont  ecrites  en  abreges  ortographiques,  le  signe  de  repetition  ^-5 

est  precede"  du  point  6. 

(Autre  adjonction) 

Dans  de   telles  repetitions,   il  faut  toujours  respecter  la  ponctuation  exacte. 

V?kf     Supprimer. 

^■75*     (Revision  du  2me  alinea) 

Le  signe  6-3  precede  la  partie  vocale  et  le  signe  5-6»  2-3  precede  les  paroles; 
ils  s*ecrivent  dans  le  3m©  et  le  ^e  rectangle,   en  t£te  de  chacune  des  divisions 
du  morceau.  , 

176.      (Revision) 

Dans  les  pieces  comprenant  plusieurs  couplets,   le  texte  musical  n'est  ecrit  qu'une 
seule  fois,   meme  s'il  est  repete  en  noir.     Si  la  partie  vocale  cooporte  des 
variantes  app^Licahles  aux  diff^rents  couplets,   le  signe  designant  une  variante  est 
utilise  (voir  paragraphe  103),  et  le  texte  approprie  8*ecrit  immediatement  apres  le 
passage  initial,  mais  sur  la  ligne  suivante.     Chaque  variante  doit   toujours  etre 
precede^  du  numero   du  couplet  auquel  elle  se  rapporte.  , 

(Adjonction) 

Lorsque  dans  la  musique  chorale  une  des  parties  se  devise  temporal re men t,   la 
mesure  est  alors  precede©  du  signe  J~k  et  les  parties  sont  reunies  par  le  signe  de 
copule. 

(2me.  proposal) 

Dans  la  musique  chorale,  lorsqu'une  voix  se  divise  tempo rairement,   les  differentes 
parties  ne  sont  presentees  ni  en  intervalles  ni  en  copules,  mais  elles  s'ecrivent 
en  partition. 

(Adjonctions  au  chapitre  XXI,) 

(1)  Dans  la  musique  de  chant  avec  accompagneraent,   lorsque  la  partie  vocale  est 
divls<G  en  phrases  rausicales  dont  chacune  est  suivi  des  paroles  correspondantes, 
l1  accompagneraent  sMcrit  apres  le  texte  complet  de  paroles  et  musique  et  il  doit 
observer  les  memes  divisions. 

(2)  Dans  la  musique  b.  plusieurs  parties,   chaque  voix  peut  etre  divisee  en  phrases 
muslcales.      Si  le  texte   des  paroles  est  le  meme  pour  toutes  les  voix  il  s*  ecrit  apres 
la  derniere;   autrement  il  doit  etre  place*  apres  chaque  partie. 
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(3)  Les  indications  d' expression  qui  se  rapportent  h,  toutes  Xes  parties  doivent 
s'ecrire  dans  ehaoune  d»elles. 

(b)  Pour  les  ouvrages  d'envergure  ou  pour  les  recueils  de  choeurs,  il  est  & 
recommander  de  transcrire  le  texte  vocal  en  copies  ou  en  volumes  separ&s.     En  plus 
la  partition  complete  doit  aussi  etre  ecrite* 


MUSIC  FOR  THE  ACCORDJON 

(System  proposed  by 
the  Canadian  Pre-Conference  Committee,) 

1.       In  music  for  the  accordion  in  ink-print,  the  left-hand  part  is  written  either 

in  the  2?  clef  or  in  the  G  clef.     The  "simple  ■basses"    ("basses  and  counterbassea) 
are  placed  in  the  lower  part  of  the  stave   (stems  turned  up)  and  chords,  each 
represented  "by  a  single  note   (stem  down), are  placed  in  the  upper  part  of  the  stave» 

Disposition  in  the  F  clef, 
Bass:     Braille  p.   17 
Chords:  Braille  p,   17 

Disposition  in  the  G  clef. 
Bass:  Braille  p.  17 
Chords:  Braille  p.   17 

As  regards  the  sound  (the  pitch  or  octave)  of  any  note  for  the  left  hand,    the 
position  of  the  note  on  the  stave  has  no   importance:     the  playing  of  the  note  is 
always  with  the  same  "button.     Octave  marks  "being  unnecessary,   the  series  of  signs 
formed  of  points  4-5~6  is  available  to  designate  the  nature  of  the  basses  and 
(fiords  (that  is,   the  rows  of  "buttons).     As  can  "be  seen  from  the  following  table,   the 
same  "braille  method  will  serve  to  interpret  the  two  different  systems  of  notation 
(numbers  and  letters)  used  in  ink-print.     It  is  necessary  only  to   indicate  at  the 
beginning  of  the  braille  copy  the  words,   "numbered  chords"  or  "Lettered  chords." 

In  the  following  table  the  words  in  parentheses  represent  the  indications  in  ink*- 
print. 


Counter-bass 

Braille 
p.   18 

(a  dash) 

Bass 

Pt  18 

(no  indication) 

Major 

p.   18 

(1  or  M) 

Minor 

p.  18 

(2  or  m) 

Dom,   7th 

P.  18 

(3,   7  or  s) 

Diminished 

p,  18 

(4  or  d) 

However,   in  order  to  represent  correctly  the  ink-print  text,   the  clef  (F  or  G)  used 
for  the  left-hand  part  must  be  indicated.     Moreover,   in  the  F  clef,   the  notes  C  and 
D  (2nd  space  and  3rd  line)  when  representing  simple  basses,  as  also   the  note  E 
(2nd  added  line  above)  when  representing  a  chord,  must  be  preceded  by  point  6, 
Point  6,  thus  used,  may  not  be  separated  from  the  note  except  by  one  of  the   signs 
indicating  the  rows  of  buttons, 

When  two  or  more  successive  .notes  are  played  on  the  same  row  of  basses,  only  the 
first  note  in  braille   is  marked  with  the   indicative  sign, 
Dx. :     Braille  p,   19,   1,   20. 

Likewise,  when  a  chord  is  repeated,   the   sign  indicating  the  nature  of  the  chord  is 
written  in  braille  only  before  the  first  note. 
Ex,:     Braille  p.   19     1.   25, 


/ 

Music  for  the  Accordion  2 

2.       When  a  bass  note  and  a  chord  of  the  same  duration  are  struck  together,   the  "bass 
note  is  written  first  in  "braille,   followed  by  the  sign  determining  the  nature 

of  the  chord,  and  then  "by  the  interval  sign  representing  the  chord  itself* 
Ex*:     Braille  p.   20,     1,  9  (chord  of  A  minor  with  E  in  the  bass). 

But  if  the  bass  and  chord  are  of  unlike  values,   the  tiro  parts  are  written  separately 
and  are   joined  with  the   in-accord. 
Ex.:     Braille  p.   20,     1.   15. 

3*       A  third  procedure,    sometimes  used  in  ink-print,   represents  the   chords  as  actual 
notes.      The  braille  copy  must  then  follow  the  print  text, 
Ex.:     Braille  p,   20,   1,   22. 

**•       Ink-print  scores  often  present  supplementary  indications  for  the  accordion  by 

which  chords  are  expressed  as  letters  in  the  conventional  manner  of 
abbreviation.     For  these   indications  in  braille,  see  Communique  Ho,  3>   Short- form 
Scoring.     These  signs  are  placed  in  the  treble, 

5»        The  braille  sign  for  inspiration  (draw)   is  1-2-6,   1-2,   representing  the 

ink-print  nv"  pointing  to   tho  left,   and  the  sign  for  expiration  (push)   is 
1-2-6,  3>   representing  the   ink-print  "v"  pointing  to   the  right, 

6.       Registration,      (See  1929  Braille  Music  Notation,  Chapter  XIX,  155-157* 

Organ  and  Harmonium* ) 

7->       Bass  Solo*     In  ink-print,  B.   S.,   in  braille,   the  word  sign  3*^**5  followed  by 
the  letters  bs. 


J 


MUSIC  FOR  THE  ACCORDION 

(System  proposed  "by 
the  Canadian  Pre- Conference  Committee,) 

1.       In  music  for  the  accordion  in  ink-print,   the  left-hand  part  is  written  either 

in  the  F  clef  or  in  the  G  clef.      The  "simple  "basses"    (basses  and  counterbasses) 
are  placed  in  the  lower  part  of  the  stave    (stems  turned  up)  and  chords,  each 
represented  by  a  single  note   (stem  down), are  placed  in  the  upper  part  of  the  stave. 

Disposition  in  the  F  clef, 
Bass:     Braille  p.  17 
Chords:  Braille  p,   17 

Disposition  in  the  G  clef. 
Bass:  Braille  p,  17 
Chords:  Braille  p.   17 

As  regards  the  sound  (the  pitch  or  octave)  of  any  note  for  the  left  hand,    the 
position  of  the  note  on  the  stave  has  no   importance:      the  playing  of  the  note   is 
always  with  the  same  button.      Octave  marks  being  unnecessary,   the  series  of  signs 
formed  of  points  4-5~6  is  available   to   designate  the  nature  of  the  basses  and 
fiords   (that   is,   the   rows  of  buttons).     As  can  be  seen  from  the  -following  table,   the 
same  braille  method  will  serve   to   interpret  the   two  different  systems  of  notation 
(numbers  and  letters)  used  in  ink-print.      It  is  necessary  only  to   indicate  at  the 
beginning  of  the  braille   copy  the  words,   "numbered  chords"  or  "Lettered  chords," 

In  the  following  table  the  words  in  parentheses  represent  the   indications  in  ink- 
print. 


Braille 

Counters-bass 

p.  18 

(a  dash) 

Bass 

p,  18 

(no  indication) 

Major 

p.  18 

(1  or  M) 

Minor 

p.  18 

(2  or  m) 

Dom,  7th 

p.  18 

(3,  7  or  s) 

Diminished 

p.  18 

(4  or  d) 

However,   in  order  to  represent  correctly  the  ink-print  text,   the  clef  (F  or  G)  used 
for  the  left-hand  part  must  be  indicated.     Moreover,   in  the  F  clef,    the  notes  C  and 
D  (2nd  space  and  3r&  line)  when  representing  simple  basses,  as  also   the  note  E 
(2nd  added  line  above)  when  representing  a  chord,  must  be  preceded  by  point  6. 
Point  6,   thus  used,  may  not  be  separated  from  the  note  except  by  one  of  the   signs 
indicating  the   rows  of  buttons, 

when  two  or  more  successive, notes  are  played  on  the  same  row  of  basses,  only  the 
first  note  in  "braille   is  marked  with  the   indicative   sign, 
Ex.:     Braille  p.   19,   1,   20. 

Likewise,  when  a  chord  is  repeated,   the   sign  indicating  the  nature  of  the  chord  is 
written  in  braille  only  before  the  first  note. 
Ex*:     Braille  p.   19     1,   25, 


Music  for  the  Accordion  2 

2.       Uhen  a  bass  note  and  a  chord  of  the  same  duration  are  struck  together,   the  bass 
note  is  written  first  in  braille,   followed  by  the  sign  determining  the  nature 

of  the  chord,  and  then  by  the  interval  sign  representing  the  chord  itself. 
Ex.:     Braille  p,   20,     1.   9  (chord  of  A  minor  with  E  in  the  bass). 

But   if  the  bass  and  chord  are  of  unlike  values,   the   tvro  parts  are  written  separately 
and  are   joined  with  the   in-accord. 
Ex.:     Braille  p.   20,     1.   1$, 

3»       A  third  procedure,    sometimes  used  in  ink-print,   represents   the   chords  as  actual 
notes.      The  braille  copy  must  then  follow  the  print  text. 
Ex.:     Braille  pft   20,   1,   22. 

**.       Ink-print  scores  often  present  supplementary  indications  for  the  accordion  by 

which  chords  are  expressed  as  letters  in  the  conventional  manner  of 
abbreviation.     For  these   indications  in  braille,  see  Communique  Ho*  3»   Short- form 
Scoring.     These  signs  are  placed  in  tho  treble* 

5«        The  braille  sign  for  inspiration  (draw)   is  1-2-6,   1-2,   representing  the 

ink-print  "v"  pointing  to   the  left,  and  the  sign  for  expiration  (push)   is 
1-2-6,  3 j   representing  the  ink-print  "v"  pointing  to   the  right, 

6,       Registration.      (See  1929  Braille  Music  Notation,  Chapter  XIX,  155~157, 
Organ  and  Harmoniums ) 

7->       Bass  Solo.     In  ink-print,  B.   S»,   in  braille,   the  word  sign  3-^5  followed  by 
tho  letters  bs. 


1 


MUSIC  FOR  THE  ACCORDION 

(System  proposed  "by 
the  Canadian  Pre-Conference  Committee.) 

It       In  music  for  the  accordion  in  ink-print,   the  left-hand  part  is  written  either 

in  the  F  clef  or  in  the  G  clef.      The  "simple  "basses"    ("basses  and  counterbasses) 
are  placed  in  the  lower  part  of  the  stave   (stems  turned  up)   and  chords,  each 
represented  "by  a  single  note   (stem  dov;n),are  placed  in  the  upper  part  of  the  stave. 

Disposition  in  the  F  clef. 
Bass:     Braille  p.   17 
Chords:  Braille  p.   17 

Disposition  in  the  G  clef. 
Bass:  Braille  p.  1? 
Chords:  Braille  p.   17 

As  regards   the  sound  (the  pitch  or  octave)  of  any  note  for  the  left  hand,    the 
position  of  the  note  on  the   stave  has  no   importance:      the  playing  of  the  note  is 
always  with  the  same  "button.     Octave  marks  "being  unnecessary,   the  series  of  signs 
formed  of  points  ij~5~6  is  available   to   designate  the  nature  of  the  "basses  and 
Siords   (that   is,   the  rows  of  "buttons).     As  can  he  seen  from  the  following  table,   the 
same  braille  method  will  serve   to   interpret  the   two   different  systems  of  notation 
(numbers  and  letters)  used  in  ink-print.      It  is  necessary  only  to   indicate  at  the 
beginning  of  the  braille  copy  the  words,   "numbered  chords"  or  "Lettered  chords." 

In  the  following  table  the  words  in  parentheses  represent  the  indications  in  ink- 
print. 


Braille 

Counter-bass 

p.   18 

(a  dash) 

Bass 

p.   18 

(no  indication) 

Major 

p#   18 

(1  or  M) 

Minor 

pi  18 

(2  or  m) 

Dom.   7th 

p.  18 

(3,   7  or  s) 

Diminished 

p.  18 

(k  or  d) 

However,   in  order  to  represent  correctly  the  ink-print  text,   the  clef  (F  or  G)  used 
for  the  left-hand  part  must  be  indicated.     Moreover,   in  the  F  clef,    the  notes  C  and 
D  (2nd  space  and  3rd  line)  when  representing  simple  basses,  as  also   the  note  E 
(2nd  added  line  above)  when  representing  a  chord,  must  be  preceded  by  point  6t 
Point  6,   thus  used,  may  not  be  separated  from  the  note  except  by  one  of  the   signs 
indicating  the  rows  of  buttons. 

"When  two  or  more  successive, notes  are  played  on  the  same  row  of  basses,  only  the 
first  note  in  braille  is  marked  with  the   indicative  sign. 
Bx. :     Braille  p.   19,   1.  20. 

Likewise,  when  a  chord  is   repeated,   the   sign  indicating  the  nature  of  the  chord  is 
written  in  braille  only  before  the  first  note, 
Ext:     Braille  p.   19     1.  2$* 


Music  for  the  Accordion  2 

2,       When  a  bass  note  and  a  chord  of  the  same  duration  are  struck  together,   the  bass 
note  is  written  first  in  braille,   followed  by  the  sign  determining  the  nature 

of  the  chord,  and  then  by  the  interval  sign  representing  the  chord  itself. 
Ex, i     Braille  p.  20,     1,  9  (chord  of  A  minor  with  E  in  tho  bass). 

But  if  the  bass  and  chord  are  of  unlike  values,   the   two  parts  are  written  separately 
and  are  joined  with  the  in-accord. 
Ex.:     Braille  p.   20,     1.  15. 

3#       A  third  procedure,    sometimes  used  in  ink-print,   represents   the  chords  as  actual 
notes.     The  braille  copy  must  then  follow  the  print  text, 
Ex.:     Braille  pB   20,   1,   22. 

**•       Ink-print  scores  often  present  supplementary  indications  for  the  accordion  by 

which  chords  are  expressed  as  letters  in  the  conventional  manner  of 
abbreviation.     For  these   indications  in  braille,  see  Communique  Ho,  3>   Short- form 
Scoring,     These  signs  are  placed  in  tho  treble* 

5»       The  braille  sign  for  inspiration  (draw)  is  1-2-6,  1-2,  representing  the 

ink-print  "v"  pointing  to  the  left,  and  the  sign  for  expiration  (push)   is 
1-2-6,  3 j   representing  the  ink-print  "v"  pointing  to   the  right, 

6,       Registration,      (See  1929  Braille  Music  Notation,  Chapter  XIX,   155-157 > 
Organ  and  Harmoniums ) 

7-»       Bass  Solo,      In  ink-print,  B.   S, ,   in  braille,   the  word  sign  3"J+~5  followed  by 
the  letters  bs. 


MUSIQflB  D'ACCOHDEON 

(Systeme  propose  par 
la  Commission  Pre- conference  canadienne ) 

1,       Dans  la  musique  d'accordeon,  en  noir,  la  main  gauche  s'ecrit  soit  en  cle  de 
fa  soit  en  cle*  de  sol,     Les  "basses  simples"    (basses  et  contre-basses)   sont 
placees  dans  la  partie  inferieure  de  la  portee,  et  chaque  accord  est  represent^ 
par  une  seule  note  plac^e  dans  la  partie  sup&rieure  de  la  portee. 

Systeme  en  cle  de  fa. 

Basses:     Braille  p.  17 
Accords:  Braille  p.   1? 


Systeme  en  eld  de  sol* 

Basses:       Braille  p.  17 
Accords:     Braille  p.   17 


Au  point  de  vue  du  son  toujours  a  la  main  gauche-,   la  position  differente  de  la 
meme  note  sur  la  portee  n'a  aucune  importance:     l'execution  s'en  fait  toujours 
ayec  la  meme  touche.     En  "braille,   1» indication  des  cles  d'octave  n'etant  plus 
necessair.e,   la  serie  des  signes  formee  des  points  4~5~6  devient  disponible  pour 
determiner  la  nature  des  basses  et  des  accords,     Comme  on  le  constatera  dans 
le  tableau  qui  suit,  un  meme  mode  de   transcription  en  braille  sert  a  interpreter 
deux  systemes  differents  de  notation  en  noir;   il  suffira  d'indiquer  en  tete  de  la 
copie  les  mots:  "accords  chiffres",   ou  "accords  lettres",     Dans  ce  tableau,   les 
mots  places  entre  parentheses  representent  1' indication  en  noir. 

Braille . 

contre-basse  p,  18  1,  24  (un  tiret) 

basse  pf   18  1*  25  (aucune  indication) 

majeur  pt  19  1#  2  (1  ou  M) 

mineur  p,  19  If  3  (2  ou  m) 

7me  de  dom,  p,  19  1*  4  (3,   7  ou  S) 

diminue  p.   19  1»  5  (4  ou  d) 

Toutefois,  afin  de  representor  fidelement  le  texte  en  noir,  les  cles  de  fa  ou  de 
sol  doivent  toujours  etre  indiquees  a  la  main  gauche*     De  plus^  en  cle  de  fa,  les 
notes     ,,.  braille  p.,  19  1»  12  •••    (representant  des  basses  simples)  et  la  note   m 
braille  p,   19  1,  13  •••    (representant  un  accord)   sont  precedees  du  point  6  dont 
elles  no  peuvent  etre  separees  que  du  signe  determinant  la  nature  des  basses  ou  des 
accords, 

Lorsque  deux  ou  plusieurs  notes  successives  s'executent  sur  la  meme  rangee  de 
basses,   seule  la  premiere  note  est  munie  du  signe  indiquant  la  nature  de  ces  basses, 
Ex. :     Braille  p.  19     1,  23 

De  meme,   lorsqu'un  accord  est  repet£,   le  signe  indiquant  la  nature  de  cet  accord 
n«es.t  ecrit  que  devant  la  premiere  note, 
Ex.:     Braille  p.  20     1.  4 


Musique  d'Accordeon  2 

2*       Lorsqu*une  "basse  et  un  accord  representees  par  dos  notes  de  meae  duree  doivent 
etre  frappes  simul tankmen t,   la  note  de  "basse  s'^crit  d'abord,   suivie  du  signe 

determinant  la  nature  de  l'accord,  puis  do  l'intervalle  representant  l'accord 

lui— meme • 

Exemple:     Accord  de  la  mineur  avec  mi  a  la  basse:     Braille  p.  20     1.15 

Mais  si  la  "basse  et  l'accord  ne  sont  pas  do  memo  duree,   les  deux  parties  sont 
reliees  par  une  copule, 

Ex. :     Braille  p.   20     1.  19 

3»       Un  troisieme  procede  utilise  quelque  fois  en  noir  consiste  a  indiquer  les 

accords  par  les  notes  memos  qui  font  partie  de  cet  accord.     La  copio  en  braille 

doit  alors  etrc  conforme  au  .texte  en  noir  et  rcproduire  ces  memes  notes, 
Ex. :     Braille  p.  21     1.  3 

bm       Les  partitions  d'accordeon  contiennent  souvent  des  indications  supplementaires 

ou  le  nom  des  accords  est  ecrit  ou  exprime  par  des  lettres,  et  ou  la  nature 
dos  accords  est  representee  par  des  abreyiations  conventionnelos.     Pour  cos 
indications,  voir  transcription  abregee.     En  "braille,   ces  indications  so  placent 
dans  la  partie  reservee  a  la  main  droite. 

5,       Les  indications  "soufflet  tire",   1-2-6  1-2,  ct  "soufflot  poues#%  1*2~6  % 
se  placent  avant  la  note* 

6#       Registration,      (voir  "notation  Musicale  Braille"   1929  >  musique  d'orgue, 
Musique  d' harmonium,   chapltre  XIX,  numeros  155  -  157) 

7»       Basse  solo:     en  noir,  b#s.,  en  braille  . ,,  braille  p,  22     1.  2, 


MUSIOT  D'AOCOIHEON 

(Systeme  propose  par 
la  Commission  Pre-conference  canadienne) 

1*       Dans  la  musique  d'accordeon,  en  noir,  la  main  gauche  s'<$crit  soit  en  cle  de 
fa  soit  en  cle  de  sol«     Les  "basses  simples"    (basses  et  cont re-basses)   sont 
placees  dans  la  par tie  inferieure  de  la  portee,  et  chaque  accord  est  represents 
par  une  seule  note  plac^e  dans  la  par tie  supdrieure  de  la  portee. 

Systeme  en  cle  de  fa# 

Basses:     Braille  p,  17 
Accords:  Braille  p,   17 

Systeme  en  eld  de  sol* 

Basses:       Braille  p.  17 
Accords:     Braille  p.  17 

Au  point  de  vue  du  son  toujours  a  la  main  gauche-,  la  position  diff erente  de  la 
meme  note  sur  la  portee  n'a  aucune  importance:     1»  execution  s'en  fait  toujours 
ayec  la  meme  touche.     En  braille,   1' indication  des  cles  d'octave  n'etant  plus 
necessair.e,   la  serie  des  signes  formee  des  points  4-5-6  devient  disponible  pour 
determiner  la  nature  des  basses  et  des  accords.     Oomme  on  le  constatera  dans 
le  tableau  qui  suit,  un  meme  mode  de   transcription  en  braille  sert  a  interpreter 
deux  systemes  differents  de  notation  en  noir;   il  suffira  d'indiquer  en  tete  de  la 
copie  les  mots:  "accords  chiffres",   ou  "accords  lettres".     Bans  ce   tableau,  les 
mots  places  entre  parentheses  representent  1' indication  en  noir. 

Braille . 

contre-basse  p.  18  lf  2k  (un  tiret) 

basse  p«,   18  1*  25  (aucune  indication) 

majeur         .  p,   19  If  2  (l  ou  M) 

mineur  p.  19  1*  3  (2  ou  m) 

7me  de  dom*  p.  19  1*  ft  (3,   7  ou  S) 

diminue  p.   19  1.  5  (^  ou  d) 


Toutefois,   afin  de  representor  fidelement  le  texte  en  noir,  les  cles  de  fa  ou  de 
sol  doivent  toujours  etre  indiquees  a  la  main  gauche.     Be  plus,  en  cle  de  fa,  les 
notes     ...  braille  p.,  19  1»  12  ...    (representant  des  basses  simples)  et  la  note  ... 
braille  p,   19  1,  13  ...    (representant  un  accord)   sont  precedees  du  point  6  dont 
elles  ne  peuvent  etre  separ^es  que  du  signe  determinant  la  nature  des  basses  ou  deg 
accords. 

Lorsque  deux  ou  plusieurs  notes  successives  s'executent  sur  la  meme  rangee  de 
basses,    seule  la  premiere  note  est  munie  du  signe  indiquant  la  nature  de  ces  basses. 
Ex.:     Braille  p.   19     1.  23 

De  meme,   lorsqu'un  accord  est  repete*,   le  signe  indiquant  la  nature  de  cet  accord 
n*es.t  ecrit  que  devant  la  premiere  note. 
Ex. :     Braille  p.  20     1.  k 
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2*       Lorsqu'une  "basse  et  un  accord  represented  par  dcs  notes  de  meme  duree  dolvent 
etre  frappes  simultan^ment,   la  note  de  basse  s'ecrit  d'abord,   suivie  du  signe 

determinant  la  nature  do  l'accord,  puis  do  l'intervalle  representant  l'accord 

lui— meme, 

Exeraplo:     Accord  de  la  mineur  avec  mi  a  la  basso:     Braille  p.  20     1*15 

Mais  si  la  basse  et  l'accord  ne  sont  pas  do  memo  duree,   les  deux  parties  sont 
reliees  par  une  copule0 

Ex. :     Braille  p.   20     1.   19 

3»       Un  troisiemc  procede  utilise  quelque  fois  en  noir  consiste  a  indiquer  les 

accords  par  les  notes  memos  qui  font  partio  de  cet  accord.     La  copic  en  braille 

doit  alors  etre  conforme  au  .texte  en  noir  et  reproduire  ces  memes  notes, 
Ex. :     Braille  p.   21     1.  3 

4«       Les  partitions  d'accordeon  contiennent  souvent  dos  indications  supplemontaires 

ou  le  nom  des  accords  est  ecrit  ou  exprime  par  des  lettres,  et  ou  la  nature 
des  accords  est  representee  par  des  abreyiations  conventionnelos.     Pour  cos 
indications,   voir  transcription  abregee.     En  braille,   ces  indications  so  placent 
dans  la  partio  reservee  a  la  main  droite, 

5.       Les  indications  "soufflet  tire",   1-2-6  1-2,   ofc  "soufflot  poues4",  lm2-6  % 
so  placent  avant  la  note* 

6#       Registration,      (voir  "Notation  Musicale  Braille"   1929>  musique  d'orgue, 
Musi  que  d' harmonium,   chapltre  XIX,  numeros  155  ~  157) 

7»       Basse  solo:     en  noir,  b»s.,  en  braille   . ..  braille  p.   22     !•   2. 


GREGORIAN  CHANT 

(An  outline  for  its  presentation  in  braille  according  to   the  editions  in  Plainsong 
notation,   in  rhythmic  chant  no tation—  solesmes, — in  modern  notation  and  organ 
accompaniments |  "by  Fritz  Loeffler,  Wursourg,  May  195^0 

A*     Gregorian  Chant  in  Plainsong  Notation. 

1#    According  to  the  range  of  melodies,  the  following  octave  signs  are  to  "be 
considered:     the  signs  for  the  great,   small,  and  one-line  octaves   (cf.  history  of 
music:     the  Gregorian  Chant  was  rendered  by  male  voices).     Octave  signs  in  "braille 
are  placed  (a)  at  the  "beginning  of  each  piece,   (b)  after  each  qpausan   (see  par*  7)» 
and  (c)  within  melodies  with  interval  skips  of  a  fourth  and  a  fifth  only  when  out 
of  the  octave,  and  always  with  skips  of  a  sixth. 

2,     In  syllabic  song,  in  which  each  syllable  of  the  text  has  only  one  note,  and 
within  the  neumes  the  symbols  "ut,  re,  mi,  fa,  sol,  la,  siK  are  represented  hy  the 
conventional  signs  for  quavers. 

3»     Initial  notes  of  the  neumes  are  represented  "by  the  signs  conventionally 
reserved  for  minims.     The  same  signs  in  "braille  are  used  for  punctum  or  virga  v/hich 
stand  "before  a  note, 

*»-•     The  quilisma  (wavy  note)  is  represented  by  the  conventional  signs  for  semi- 
quavers. 

5.  Liquescent  notes  (notes  in  small  print)  are  represented  by  the  conventional 
signs  for  crotchets. 

6.  The  mora-interval  (blank  space  between  the  notes  over  a  syllable  of  text  where 
there  is  still  space  for  one  more  note)  is  represented  "by  point  3  immediately  after 
the  respective  "braille  note. 

7.  uPausae"  are  represented  thus: 

Minima  (bar  through  the  *Hh  line):     points  3"*^ 

Minor  ("bar  through  the  2nd  and  3rd  lines)  :     points  y-b-6 

Major  ("bar  through  all  four  lines):     points  yA~5~6 

Finalis   (double-oar  through  all  four  lines):    points  1~2~6,  1-3 

8.  The  asterisk  (asteriscus)  is  represented  "by  points  3*5  a*1*  3~5»  3~5»     Contrary 
to  the  inkprint,  the  asterisk  is  given  in  "braille  not  only  in  the  word  text  "but 
also   in  the  corresponding  place  in  the  notes. 

9*     Gregorian  ehant  uses  the  folio  wing  accidentals:     points  1-2-6,  1-6.     In  inkprint 
these  signs  which  concern  only  the  note  "si",  do  not  always  stand  immediately 
"before  the  note  for  "si"  "but  "before  the  neume  in  which  this  note  occurs.     In  "braille 
these  signs  always  stand  immediately  "before  the  note  for  nsi." 

10.  The  notes  which  are  to  "be  sung  on  one  word  of  the  text  are  written  together  in 
braille.     After  this  group  of  notes  one  space  is  left  free.     Within  the  group  of 
notes  which  are  to  be  sung  on  one  word  of  text,  points  y-6  follow  the  notes  whieh 
are  sung  on  one  syllable. 

12*  Pressus  and  strophicus  are  written  in  braille,  as  in  inkprint,  without  speeial 
signs ■ 


/ 
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12*  In  "braille,  in  order  to  show  that  a  melody  of  Gregorian  chant  follows,  the  sign 
5,  yJ±- 5  is  placed  at  the  "beginning  of  the  melody,   the  sign  "being  indented  two  or 
three  spaces.     Point  3  follows  this  sign  if  the  next  sign  contains  points  1,  2,  or  3* 

13,  The  two  clefs  of  the  Gregorian  chant,   the  Ut  (0)  and  Fa  (P)  clefs  have  not  been 
transcribed  in  "braille  in  France;  "but  their  transcription  seems  desirable.     The 
following  rule  is  suggested:     The  word-sign  3-^-5  is  followed  "by  the  word  Butn  or 
"fa11;    this  is  followed  "by  the  designation  of  the  respective  line  of  the  clef 
(numbering  of  the  four  lines  is  from  "bottom  to  top,  with  numerals  in  the  lower  cell 
without  prefix),  and  the  clef  indication  is  terminated  "by  the  sign  1-2-3,     Thus 
there  result  the  following  signs:     (See  "braille  copy,  page  4  lines  10  and  11), 

In  "braille  the  clef  signs  are  to  he  placed  at  the  beginning  of  each  section  of 
melody  and  at  every  change  of  clef. 

14,  The  custos  or  "guide  note"   (a  small  note  at  the  end  of  a  line  and  at  the  change 
of  clef  signs,   which  anticipates  the  pitch  of  the  following  note)  is  not  transcribed 
into  braille. 

15«  When  there  is  recitation,   the  white,  unfilled  notes  are  represented  in  braille 
by  the  sign  1-3  placed  immediately  after  the  respective  note, 

16.  In  braille  the  sign  5**6,  2-3  stands  before  the  text  of  words  and  is  indented 
two  or  three  spaces.     The   tonic  accent  in  Latin  words  of  more  than  two  syllables 
(acute  accent  over  a  vowel)   is  transcribed  by  point  6  placed  before  the  vowel 
affected.     Heavy  print  of  one  syllable   (in  psalmody)   is  represented  by  points  *J~5 
before  the  vowel.     If  tonic  accent  and  heavy  print,  come  together,   the  two  signs  are 
combined  in  braille  as  points  4-5-6.     Italicized  inkprint  (in  psalmody)  is 
represented  in  braille  by  point  5-6  before  a  vowel.     The  small  cross  in  inkprint 
(the  flexa  of  psalmody)   is  shown  in  braille  in  the  words  by  means  of  the  sign 

4-6,  1-3. 

17.  The  inkprint  letters  V  or  H  with  strokes  through  them  are  represented  in  braille 
by  1-2-3-6,  3>  3>     1~2~3~5>  3>  3»     The  rubrics  in  inkprint  (annotations)  are  always 
placed  in  parentheses  in  the  word  text.     If  it  is  a  question  of  the  abbreviations 
"t.p."  "ps."  Kr.,ff  "v,,M   they  have  to  be  placed  at  a  corresponding  point  in  the 
music  text  where  they  are  preceded  by  the  v«rd~sign  3-^5  without  parentheses, 

18.  In  repeat  signs  in  the  Kyrie  and  the  Alleluia,  also  in  the  cadence  formulas  of 
the  psalmody,  small  inkprint  letters  are  written  in  braille  as  simple  letters.     For 
capital  letters  in  the  cadence  formulas  of  psalmody  and  for  the  Soman  numerals 
designating  the  eight  Church  modes,  the  capital  sign  is  used  in  braille   (points  4-6), 

19f   The   repeat  sign  (2->»5-6)  must  not  be  used  in  Plainsong. 

20,  If  in  braille  the  breaking  of  the  melody  at  the  end  of  a  line  is  necessary, 
point  5  is  used;   compound  neumes,  however,  must  not  be  divided. 

21,  In  a  braille  transcription,  it  is  necessary  to  indicate  en  the  title  page  or  on 
its  reverse  side  what  method  of  transcription  has  been  used. 

The  above  outline  corresponds  in  paragraphs  1-10  to  the  method  in  use  in  France, 
However,  several  instances  have  been  made  clearer  (paragraph  8-9),     For  further 
information  soe  "Chant  Gregorion;   Index  par.  Adoiphe  Marty,"  Association  Valentin 
Hatty,  Paris;    "graduale  Eomanum,"  A.  V.   H.,  Paris, 
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The  rule  8  of  paragraphs  1-21  are  different  in  France  (cf* :  KLes  Lottres  Accentuees 
pour  l»Accent  Tonique")  or  they  do  not  follow  the  inkprint  (cf . :  the  repeat  signs 
in  paragraph  18),  or  they  are  not  followed  at  all* 

Example  1,  braille  page  13 


B«  Gregorian  Chant  in  the  Bhythmic 
Plainsong  Notation  of  Solesmos. 

For  the  transcription  of  Plainsong  into  braille,  paragraphs  3^21  of  section  A  arc 
valid*  In  addition,  the  following  rules  seem  necessary: 

1*  The  vertical  stroke  used  above  or  below  the  note  in  inkprint  is  represented  in 
braille  by  point  4,  which  is  placed  before  the  corresponding  note  or  its  octave  sign. 

2.  The  horizontal  stroke  used  above  or  below  a  note  in  inkprint  is  represented  in 
braille  by  points  5-6  placed  before  the  corresponding  note  or  its  octave  sign. 
If  in  inkprint  both  vertical  and  horizontal  strokes  occur  on  the  same  note,  in 
braille,  each  of  the  corresponding  signs  is  placed  in  a  separate  space. 

3«  The  dot  over  a  note  in  inkprint  is  shown  in  braille  by  point  6  placed  before 
the  note  or  its  octave  sign. 

The  above  outline  corresponds  in  paragraphs  1  and  2  to  the  method  in  use  in  France 
(cf.:  "Index  des  Signes  adoptes  pour  1' edition  en  Braille  du  Chant  Gregorien 
rythme"  avec  le  texte  Liturgique;"  "Liber  Usualis",  A.  V.  H.,  Paris.) 

However,  par.  3  is  different  from  the  method  in  use  in  Prance,  The  "Index" 
reproduces  the  dot  above  the  note  in  inkprint  in  the  same  manner  as  the  liquescent 
notes  (see  section  A,  par.  5)»  Therefore,  in  the  Solesmes  edition  a  different 
presentation  of  the  liquescent  notes  is  desirable.  These  are  represented  in 
rhythmic  Plainsong  notation  in  braille  as  in  section  C,  par,4. 

Example  2,  braille  page  14. 


C»  Gregorian  Chant  in  Modern  Musical  Notation. 

1.  Note  values  of  the  inkprint  (quavers,  crotchets,  etc.)  are  shown  by  their 
corresponding  signs  in  braille.  The  tie  between  notes  is  shown  by  the  sign  4,  1-4, 
The  maxima  is  shown  by  the  sign  4-5,  1-4. 

2.  According  to  the  notation,  the  following  octave  signs  are  to  be  considered: 
the  signs  for  the  small,  one-line,  and  two-line  octave.  For  the  placing  of  octave 
signs,  see  section  A,  par.  1.  The  treble  (G)  clef  is  indicated  by  the  usual  sign 

3-^-5 1  3-*,  3-^-5-6. 

3»     If  over  one  word  of  the   text  or  over  one  syllable   there  are  several  neumes, 
which  in  inkprint  are  grouped  by  connecting  bars,   these  neumes  in  braille  are 
separated  by  point  2. 
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4.  Liquescent  notes  are  to  be  indicated  in  braille  by  points  3-6  placed  before  the 
corresponding  note  or  its  octave  sign. 

5*     The  pressus   (horizontal  wedge  over  a  note)   is  transcribed  into  braille  by  the 
sign  *4-6,  3-3-6  placed  before  the  note. 

6*     The  quilisma  (wavy  note)  is  shown  in  braille  by  the  sign  *J-6,  2-3-5-6  placed 
before  a  note* 

7.  The  horizontal  bar  over  a  note  in  inkprint  is  shown  by  the  sign  b>~5-6f  2-3-5-6 
placed  before  a  note. 

8.  The  transcription  of  the  slur  i6  through  the  use  of  the  sign  1-^  or  5-6,  3»  a*1* 

5,  2-3. 

9.  Notes  in  parentheses  in  inkprint  are  placed  in  brackets  (6,  3-3-5-6,  2-3-5-6,  3) 
in  braille* 

10.  Modern  key  signatures  are  written  in  the  usual  manner. 

11.  As  regards  other  features,  par.   7  (in  consideration  of  the  five  lines),  par.   8, 
par.   10,  and  paragraphs  16-21  of  section  A  are  valid* 

12.  When  the  text  is  not  in  Latin  but  in  German  the  following  rule  applies:     In 
both  contracted  and  uncontracted  braille,  bold- face   type  is  shown  by  the  sign  5,  2 
and  italicized  type  by  the  sign  6,3  placed  before  the  corresponding  syllable. 
Sometimes  a  literary  contraction  may  not  be  used.     Within  the  text  of  words  the 
asterisk  is  transcribed  by  the  sign  6,  >-5* 

The  foregoing  rules  agree  in  1,  5>  ^d-  1°  with  the  format  of  transcription  which 
Dr.  Alexander  Reuss,  Schwetzingen,  used  in  his  excerpts  from  the  Roman  Gradual  in 
Modern  notation. 

Examples  3  a*1^  *S  braille  pages  1^  and  15» 

******** 

D.  Concerning  Organ  Accompaniment 

If  modern  notation  in  oxact  note  values  is  applied,  there  are  hardly  any  difficulties 
in  transcription  into  braille,   (cf.  edition  Mathias).  At  times  in  the  accompaniment 
note  values  are  not  written  out  exactly.  A  half  note  (minim),  for  instance,  is  held 
for  the  duration  of  five  or  more  units  of  the  melody.   In  such  cases  the  sign 
1-2-6,  2  can  be  used  which  divides  melody  and  accompaniment  in  the  same  manner* 

For  transcription  of  organ  accompaniment— especially  in  stylized  Plainsong  notation 
(notes  without  stems)— the  following  rule  is  suggosted  for  greater  clarity: 

1.  For  transcription  of  the  melody  into  braille  the  rules  of  section  A  are  valid* 

2.  Organ  accompaniment  is  transcribed  as  in  score*   The  line  with  the  word  text 
which  in  this  transcription  stands  before  the  lino  with  the  melody  is  in  addition 
designated  by  the  sign  3-6  which  stands  before  it. 
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The  "black  notes  in  inkprint  are  shown  in  "braille  "by  the  conventional  signs  for 
quavers,  the  white  notes  "by  the  conventional  signs  for  minims.  If  there  is  a  rest 
for  the  hands  or  the  pedals  without  the  rest  "being  marked  in  inkprint,  the  rests 
should  "be  added  in  "braille  for  the  sake  of  clarity*  In  this  case  the  sign 
l~yj±~6   is  used  with  "black  notes  and  the  sign  l-y-6   with  white  notes.  The  rests 
are  designated  "by  placing  point  5  "before  them  to  indicate  that  they  occur  only  in 
"braille, 

3«  Indications  of  the  "Pausae",  excepting  finalis,  may  not  he  used  in  the 
accompaniment,  "but  only  in  the  melody, 

4,  The  repeat  sign  must  not  he  used  in  the  transcription  of  the  organ  accompaniment. 


(Transcription  in  score  of  the  organ  accompaniment  was  suggested  "by  August  Glas, 
Munich. ) 

Sxample  5>  "braille  page  16 


Translated  "by 

Doctors  Ralph  and  Susanne  Bobbins, 

Jacksonville,  111,,  U,  S.  A, 


GREGORIAN  CHANT 

(An  outline  for  its  presentation  in  "braille  according  to   the  editions  in  Plainsong 
notation,   in  rhythmic  chant  notation — solesnes, — in  modern  notation  and  organ 
accompaniments,  by  Fritz  Loeffler,  Wurzburg,  May  195^0 

A*     Gregorian  Chant  in  Plainsong  Notation* 

1#     According  to  the  range  ef  melodies,   the  following  octave  signs  are  to  he 
considered:     the  signs  for  the  great,   small,  and  one-line  octaves   (cf,  history  of 
music:     the  Gregorian  Chant  was  rendered  by  male  voices).     Octave  signs  in  "braille 
are  placed  (a)  at  the  "beginning  of  each  piece,   ("b)  after  each  "pausa"   (see  par*  7)» 
and  (c)  within  melodies  with  interval  skips  of  a  fourth  and  a  fifth  only  when  out 
of  the  octave,  and  always  with  skips  of  a  sixth. 

2,     In  syllabic  song,  in  which  each  syllable  of  the  text  has  only  one  note,  and 
within  the  neumes  the  symbols  nut,  re,  mi,  fa,  sol,  la,  si"  are  represented  by  the 
conventional  signs  for  quavers, 

3»     Initial  notes  of  the  neumes  are  represented  by  the  signs  conventionally 
reserved  for  minims.     The  same  signs  in  braille  are  used  for  punctum  or  virga  which 
stand  before  a  note, 

bm     The  quilisma  (wavy  note)  is  represented  by  the  conventional  signs  for  semi*- 

quavers. 

5.  Liquescent  notes  (notes  in  small  print)  are  represented  by  the  conventional 
signs  for  crotchets. 

6.  The  mora-interval  (blank  space  between  the  notes  over  a  syllable  of  text  where 
there  is  still  space  for  one  more  note)   is  represented  by  point  3  immediately  after 
the  respective  braille  note, 

7«     "pausae"  are  represented  thus: 

Minima  (bar  through  the  *+th  line):     points  3*"^ 

Minor  (bar  through  the  2nd  and  3rd  lines)  :     points  y-k-6 

Major  (bar  through  all  four  lines):     points  3~k-5~6 

Finalis   (double-bar  through  all  four  lines):    points  l-2r-6,  1-3 

8»     The  asterisk  (asteriscus)  is  represented  by  points  3~5  and-  3-5  •  3~5«     Contrary 
to  the  inkprint,  the  asterisk  is  given  in  braille  not  only  in  the  word  text  but 
also  in  the  corresponding  place  in  the  notes, 

9,     Gregorian  ehant  uses  the  following  accidentals:     points  1-2-6,  1-6,     In  inkprint 
these  signs  which  concern  only  the  note  "si",  do  not  always  stand  immediately 
before  the  note  for  "si"  but  before  the  neume  in  which  this  note  occurs.     In  braille 
these  signs  always  stand  immediately  before  the  note  for  "si,H 

10«  The  notes  which  are  to  be  sung  on  one  word  of  the  text  are  written  together  in 
braille.     After  this  group  of  notes  one  space  is  left  free.     Within  the  group  of 
notes  which  are  to  be  sung  on  one  word  of  text,  points  y-6  follow  the  notes  which 
are  sung  on  one  syllable , 

11.  Pressus  and  strophicus  are  written  in  braille,  as  in  inkprint,  without  speeial 
signs. 
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12*  In  "braille,  in  order  to  show  that  a  melody  of  Gregorian  chant  follows,  the  sign 
5?  2J4~ 5  i8  placed  at  the  "beginning  of  the  melody,  the  sign  "being  indented  two  or 
three  spaces.  Point  3  follows  this  sign  if  the  next  sign  contains  points  1,  2,  or  3* 

13,  The  two  clefs  of  the  Gregorian  chant,  the  Ut  (0)  and  Fa  (F)  elefs  have  not  been 
transcribed  in  braille  in  Prance;  "but  their  transcription  seems  desirable.  The 
following  rule  is  suggested;  The  word-sign  3-4-5  is  followed  "by  the  word  "ut,r  or 
"fa";  this  is  followed  "by  the  designation  of  the  respective  line  of  the  clef 
(numbering  of  the  four  lines  is  from  bottom  to  top,  with  numerals  in  the  lower  cell 
without  prefix),  and  the  clef  indication  is  terminated  by  the  sign  1-2-3,  Thus 
there  result  the  following  signs:  (See  braille  copy,  page  4  lines  10  and  11), 

In  braille  the  clef  signs  are  to  be  placed  at  the  beginning  of  each  section  of 
melody  and  at  every  change  of  clef, 

14.  The  custos  or  "guide  noten  (a  small  note  at  the  end  of  a  line  and  at  the  change 
of  clef  signs,  which  anticipates  the  pitch  of  the  following  note)  is  not  transcribed 
into  braille, 

15«  When  there  is  recitation,  the  white,  unfilled  notes  are  represented  in  braille 
by  the  sign  1-3  placed  immediately  after  the  respective  note, 

16.  In  braille  the  sign  5-6,  2-3  stands  before  the  text  of  words  and  is  indented 
two  or  three  spaces.  The  tonic  accent  in  Latin  words  of  more  than  two  syllables 
(acute  accent  over  a  vowel)  is  transcribed  by  point  6  placed  before  the  vowel 
affected.  Heavy  print  of  one  syllable  (in  psalmody)  is  represented  by  points  4-5 
before  the  vowel.  If  tonic  accent  and  heavy  print,  come  together,  the  two  signs  are 
combined  in  braille  as  points  4— 5-6,  Italicized  inkprint  (in  psalmody)  is 
represented  in  braille  by  point  5~6  before  a  vowel#  The  small  cross  in  inkprint 
(the  flexa  of  psalmody)  is  shown  in  braille  in  the  words  by  means  of  the  sign 

4-6 1  1-3, 

17.  The  inkprint  letters  V  or  H  with  strokes  through  them  are  represented  in  braille 
by  L-2-3-6,  3>  3>  1-2-3-5,  3>  3»  The  rubrics  in  inkprint  (annotations)  are  always 
placed  in  parentheses  in  the  word  text.  If  it  is  a  question  of  the  abbreviations 
"t.p."  "ps,"  "r.  ,,f  Hv«.M  they  have  to  be  placed  at  a  corresponding  point  in  the 
music  text  where  they  are  preceded  by  the  word-sign  3~i4,t"5  without  parentheses, 

18.  In  repeat  signs  in  the  Kyrie  and  the  Alleluia,  also  in  the  cadence  formulas  of 
the  psalmody,  small  inkprint  letters  are  written  in  braille  as  simple  letters.  For 
capital  letters  in  the  cadence  formulas  of  psalmody  and  for  the  Roman  numerals 
designating  the  eight  Church  modes,  the  capital  sign  is  used  in  braille  (points  4-6). 

19*  The  repeat  sign  (2-3-5-6)  must  not  bo  used  in  Plainsong, 

20.  If  in  braille  the  breaking  of  the  melody  at  the  end  of  a  line  is  necessary, 
point  5  is  used;  compound  neumes,  however,  must  not  be  dividod, 

21,  In  a  braille  transcription,  it  is  necessary  to  indicate  on  the  title  page  or  on 
its  reverse  side  what  method  of  transcription  has  been  used. 

The  above  outline  corresponds  in  paragraphs  1-10  to  the  method  in  use  in  France, 
However,  several  instances  have  been  made  clearer  (paragraph  &-9),  For  further 
information  soe  "Chant  Gregorien;  Index  par.  Adoiphe  Marty,"  Association  Valentin 
Hatty,  Paris;  wgraduale  Homanum,"  A.  V,  H»,  Paris. 
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The  rules  of  paragraphs  1-21  are  different  in  France  (cf*  t   wLes  Lottres  Accentuees 
pour  l*Accent  Tonique")  or  they  do  not  follow  the  inkprint  (cf . :  the  repeat  signs 
in  paragraph  18),  sr  they  are  not  followed  at  all* 

Example  1,  "braille  page  13 


B»  Gregorian  Chant  in  the  Ehythmic 
Plainsong  Notation  of  Solesmos* 

For  the  transcription  of  Plainsong  into  braille,  paragraphs  L-21  of  section  A  arc 
valid*  In  addition,  the  following  rules  seem  necessary; 

1,  The  vertical  stroke  used  above  or  below  the  note  in  inkprint  is  represented  in 
braille  by  point  4,  which  is  placed  before  the  corresponding  note  or  its  octave  sign# 

2*  The  horizontal  stroke  used  above  or  below  a  note  in  inkprint  is  represented  in 
braille  by  points  5^6  placed  before  the  corresponding  note  or  its  octave  sign* 
If  in  inkprint  both  vertical  and  horizontal  strokes  occur  on  the  sane  note,  in 
braille,  each  of  the  corresponding  signs  is  placed  in  a  separate  space, 

3.  The  dot  over  a  note  in  inkprint  is  shown  in  braille  by  point  6  placed  before 
the  note  or  its  octave  sign. 

The  above  outline  corresponds  in  paragraphs  1  and  2  to  the  method  in  use  in  Prance 
(cf. :  "Index  des  Signes  adoptes  pour  1' edition  en  Braille  du  Chant  Gregorien 
rythme'  avec  le  texte  Liturgiquej"  "Liber  Usualis",  A.  V.  H, ,  Paris.) 

However,  par.  3  is  different  from  the  method  in  use  in  Prance,  The  "Index" 
reproduces  the  dot  above  the  note  in  inkprint  in  the  same  manner  as  the  liquescent 
notes  (see  section  A,  par.  5)«  Therefore,  in  the  Solesmes  edition  a  different 
presentation  of  the  liquescent  notes  is  desirable.  These  are  represented  in 
rhythmic  Plainsong  notation  in  braille  as  in  section  C,  par.!*. 

Example  2,  braille  page  H+. 


C.  Gregorian  Chant  in  Modern  Musical  Notation. 

1.  Note  values  of  the  inkprint  (quavers,  crotchets,  etc.)  are  shown  by  their 
corresponding  signs  in  braille.  The  tie  between  notes  is  shown  by  the  sign  k9   1-4, 
The  maxima  is  shown  by  the  sign  *J«~5*  l-^» 

2.  According  to  the  notation,  the  following  octave  signs  are  to  be  considered: 
the  signs  for  the  small,  one-line,  and  two-line  octave.  Por  the  placing  of  octave 
signs,  see  section  A,  par.  1.  The  treble  (G)  clef  is  indicated  by  the  usual  sign 

3-^-5,  >4,  yJ±-$~6. 

3»     If  over  one  word  of  the  text  or  over  one  syllable   there  are  several  neumes, 
which  in  inkprint  are  grouped  by  connecting  bars,   these  neumes  in  braille  are 
separated  by  point  2. 
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4,  Liquescent  notes  are  to  be  indicated  in  "braille  by  points  2-6  placed  before  the 
corresponding  note  or  its  octave  sign. 

5.  The  pressus  (horizontal  wedge  over  a  note)  is  transcribed  into  braille  by  the 
sign  4~6,  3-3-6  placed  before  the  note, 

6«     The  quilisma  (wavy  note)  is  shown  in  braille  by  the  sign  4-6,  2-3-5-6  placed 
before  a  note* 

7,  The  horizontal  bar  over  a  note  in  inkprint  is  shown  by  the  sign  4-5-6,  2-3-5-6 
placed  before  a  note, 

8,  The  transcription  of  the  slur  is  through  the  use  of  the  sign  1-4  or  ^~69  3t  a*1* 
5,  2-3- 

9,  Hotes  in  parentheses  in  inkprint  are  placed  in  brackets  (6,  2-3~5-6>  2-3-5*6*  3) 
in  braille, 

10,  Modern  key  signatures  are  written  in  the  usual  manner, 

11,  As  regards  other  features,  par,   7  (in  consideration  of  the  five  lines),  par,  8, 
par,   10,  and  paragraphs  16-21  of  section  A  are  valid, 

12,  When  the  text  is  not  in  Latin  but  in  German  the  following  rule  applies:     In 
both  contracted  and  uncontracted  braille,  bold- face  type  is  shown  by  the  sign  5>  2 
and  italicized  type  by  the  sign  6,3  placed  before  the  corresponding  syllable. 
Sometimes  a  literary  contraction  may  not  be  used,     tfithin  the  text  of  words  the 
asterisk  is  transcribed  by  the  sign  6,  3~5» 

The  foregoing  rules  agree  in  1,  5>  a^cL  1°  with  the  format  of  transcription  which 
Dr,  Alexander  Reuss,  Sehwe tzingen,  used  in  his  excerpts  from  the  Soman  Gradual  in 
Modern  notation. 

Examples  3  &&&  ^1  braille  pages  14  and  15» 

******** 

D,     Concerning  Organ  Accompaniment 

If  modern  notation  in  exact  note  values  is  applied,  there  are  hardly  any  difficulties 
in  transcription  into  braille,      (cf,   edition  Mathias),     At  times  in  the  accompaniment 
note  values  are  not  written  out  exactly,     A  half  note  (minim),   for  instance,  is  held 
for  the  duration  of  five  or  more  units  of  the  melody.      In  such  cases  the  sign 
1-2-6,  2  can  be  used  which  divides  melody  and  accompaniment  in  the  same  manner* 

For  transcription  of  organ  accompaniment—especially  in  stylized  Plainsong  notation 
(notes  without  stems)— the  following  rule  is  suggested  for  greater  clarity: 

1,  for  transcription  of  the  melody  into  braille  the  rules  of  section  A  are  valid, 

2,  Organ  accompaniment  is  transcribed  as  in  score.     The  line  with  the  word  text 
which  in  this  transcription  stands  before   the  line  with  the  melody  is  in  addition 
designated  by   the   sign  3-6  which  stands  before  it. 
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The  "black  notes  in  inkprint  are  shown  in  braille  "by  the  conventional  signs  for 
quavers,  the  white  notes  by  the  conventional  signs  for  minims.  If  there  is  a  rest 
for  the  hands  or  the  pedals  without  the  rest  being  marked  in  inkprint,  the  rests 
should  be  added  in  braille  for  the  sake  of  clarity*  In  this  case  the  sign 
l~yJu.£   is  used  with  black  notes  and  the  sign  1-3-6  with  white  notes.  The  rests 
are  designated  by  placing  point  5  before  them  to  indicate  that  they  occur  only  in 
braille. 

3»  Indications  of  the  "Pausae*,  excepting  finalis,  may  not  be  used  in  the 
accompaniment,  but  only  in  the  melody. 

4.  The  repeat  sign  must  not  be  used  in  the  transcription  of  the  organ  accompaniment. 

(Transcription  in  score  of  the  organ  accompaniment  was  suggested  by  August  Glas, 
Munich. ) 

Sxample  5»  braille  page  16 


Translated  by 

Doctors  Ralph  and  Susanne  Bobbins, 

Jacksonville,  111.,  U»  S.  A. 


Le  Chant  Grdgorien 

Expose  d'une  ecriture  en  Braille  d' apres  lea  editions  du  Chant 
Gregorien,  selon  l1 edition  du  Chant  Gregorien  rythme,  en 
transcription  moderne  des  notes  et  accompagnement  d'orgue 
par  Franz  Loeffler     (YAirzbourg/Allemagne,  mai  195*0 

A«     Le  Chant  Gregorien  en  Ccriture  de  chant. 

1)  Selon  l'etendue  des  melodies  les  clef  d'octaye  suivantes  entrent  en 
consideration:     les  signes  pour  la  grande  octave,   la  petite  octave,  et 

1' octave  en  portoe   (cf.  l'histoire:     le  Chant  Grdgorien  etait  un  chant 
d'hommes).     Les  clefs  d'octave  doivent  etre  mises  en  Braille:     a)  au 
commencement  de  chaque  morceau;   b)   apres  chaque  pausa  (chiffre  7); 
c)   dans  la  melodie  quand  il  y  a  des  intervalles  d'une  quarte  ou  quinte 
seulement  si  l'octave  respective  est  quittee;    toujours  s'il  y  a  des 
intervalles  d'une  sexte. 

2)  S'il  y  a  des  chants  syllabiques  (ou  l'on  chante  seulement  une  note  sur  une 
syllabe  du  texte)  et  dans  les  neumes  les  notes  ut,  re,  mi,  fa,  sol,  la,  si 
sont  transcrites  en  Braille  par:    (Braille  p,   2,  1*  10) 

3)  Les  notes  initiales  des  neumes  spnt  transcrites  par:      (Braille  p.   2,  1.   13) 
Les  memes  signes  en  Braille  sont  adoptes  pour  le  punctum  ou  pour  la  virga 
qui  ee  trouvent  devant  une  neume» 

k)  La  quilisma  (note  dentellee)  est  transcrite  par:      (Braille  p,  2,  1,  20) 

5)  Leg  notes  liquescentes   (des  notes  imprimees  d'une  fa§on  plus  petite)   sont 
transcrites  par:      (3raille  p«   2,   1*  2k) 

6)  Le  mora  intervalle    (espace  lihre  entre  les  notes  sur  une  syllabe  du  texte, 
ou  il  aurait  encore  de  l1 espace  pour  une  note)  est  transcrit  par  point  3 
immediatement  apres  la  note  respective  en  Braille* 

7)  Les  pausae  sont  transcrites:     Minima  (barre  par  la  kG  ligne)  par:      (points 
3~*0;  llinor  (barre  par  les  2°  et  3     lignes)     par:     (points  yM~6) i  Major 
(barre  par  toutes  les  quatre  lignes)  par;      (points  y~b~5~6);  Einalis 
(double  barre  par  toutes  les  quatre  lignes)  par:      (points  1-2-6^  1~3) 

8)  L'asteriscus   (l'asterisque)  est  transcrit  par:      (points  3~5»  3"*5>  3"*5) 
Divergent  de  1' impression  en  noir  l'asterisque  est  mis  en  Braille  non 
seulement  dans  le  texte  des  paroles,  mais  aussi  dans  les  notes  aux  endroits 
respectifs, 

9)  Comme  alterations  le  Chant  Gregorien  connait  le  bemol:      (points  1~2**6)  et 
la  becarre:      (points  1-6) 

Dans  1' impression  en  noir  ces  signes,  qui  appliquant  seulement  &  la  note  si, 
parfois  ne  se   trouvent  pas  directement  devant .  la  note  pour  si,  mais  devant 
la  heumo  ou  cette  note  apparalt.     En  Braille   il  faut  mettre  ces  signes 
toujours  immediatement  devant.  la  note  pour  si* 

10)  Sn  Braille  on  ecrit  d'une  maniere  coherente  les  notes  que  l'on  chante  sur 
un  mot  du  texte;   apres  ce  groupe  de  notes  un  espace  dans  le  cadre 

d' ecriture  on  Braille  reste  libre,     Entre  les  notes  que  l'on  chante  sur  un 
mot  du  texte,  on  met  en  Braille  apres  les  notes  que  l'on  chanto  sur  une 
syllabe,   le  signe:      (points  36). 
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11)  Le  pressus  et  le  strophicus  sont  tranecrits  en  Braille,   selon  1' impression 
en  noir,   sans  signe  special. 

12)  Afin  d'indiquer  qu'une  melodie  du  chant  gregorien  suit  en  Braille,   le  signe: 
(points  5»  3^*"5)  est  m*s  au  commencement  de  cette  melodie,  rentre  de 
deux  ou  trois  espaces  dans  le  cadre  d' ecriture  en  Braille.     Point  3  suit  ce 
signe,   si  le  prochain  signe  contient  les  points  1,  2  ou  3» 

13)  Jusqufa  ici   (en  Prance)  les  deux  clefs  du  chant  gregorien,   les  clefs  ut  et 
fa,   n'etaient  pas   transmises  en  Braille;    cependant,   leur  transcription  nous 
semhle  desirahle;   le  reglement  suivant  est  propose:   le  mot  ut  respectivement 
fa  suit  au  signe  du  mot:      (points  3~^*5)»   apres  le  mot  ut  ou  fa  vient  le 
chiffre  ahaisse  sans  signe  numerique  pour  caracteriser  la  lignes  respective— 
le  numerotage  des  quatre  lignes  est  fait  de  has  en  haut — ;   le  signe  de  clef 
est   termine  par  le  signe;      (points  1-2-3) •     Ainsi  il  y  a  les  signes 
suivants:     pour  la  clef  ut:      (Braille  p.  5»  !•   17>  18,   19);  pour  la  clef 

fa:      (Braille  p.  5,     1.   1?,   18,   19). 

En  Braille  il  faut  mettre  les  clefs  au  commencement  de  chaque  section  de 
melodie  et  quand  il  y  a  changement  de  clef. 

14)  Le  custos   (une  petite  note  a  la  fin  de  la  ligne  des  notes  et  quand  la  clef 
est  changee,   laquelle  indique   la  note  suivante)   n'est  pas   transcrit  en 
Braille* 

15)  3,uand  il  y  a  recitation,   les  notes  non-remplies  en  hlanc  sont  caracterisees 
en  Braille  par  le  signe  place  immediatement  apres  la  note  respective: 
Points  13, 

16)  En  Braille,   le  signe:      (points  5~6>  2~3)   se  trouve  devant  le  texte,   rentre 
de  deux  ou  trois  espaces  de  lettres  en  Braille.     En  Braille,   l'accent 
tonique  dans  mots  latins  de  plus  de  deux  syllahes  (aigu  au-dessus  de  la 
voyelle  respective)  est  transcrit  par  point  6  devant  la  voyelle  respective; 
L' impression  d'une  syllahe  en  gros  caracteres   (dans  la  psalmodie)  est 
caracterisee  par  le  signe:     points  45  devant  la  voyelle  respective.     Si 
l'accent  tonique  et  1' impression  en  gros  caracteres  coincident,  les  deux 
signes  sont  reunis  en  Braille,   d'ou  se  forme  le  signe :     points  k5&*     Les 
italiques  de  l'impression  on  noir  (dans  la  psalmodie)   sont  indiques  en 
Braille  par  le  signet     points  5&>  qu'il  faut  mettre  devant  la  voyelle 
respective.      La  croisette  de  1' impression  en  noir   (flexa  de  la  psalmodie) 
est  transcrite  en  Braille  et  cela  dans  le  texte  par  le  signe:      (points 

1^.6  i  1-3)* 

17)  Les  lettres  rayees  Y  ou  R  sont   transcrites  en  Eraille  par:      (Braille  p*   7> 
1*   9)«     II  faut  toujours  mettre  entre  parentheses  les  ruhriques  de 

1< impression  en  noir  (annotations)   dans  le  texte  en  Braillei     S'il  s'agit 
do  quelques  ahreviations   (Braille  p*  7*  lj   14) i   il  est  necessaire  que  l'on 
les  place  aussi  a  l'endroit  correspondent  du  texte  des  notes*  en  les 
caracterisant  -   sans  parentheses  -  par  lo   signe  de  mot:     points  y+5+ 

18)  S'il  s'agit  des  signes  do  reprise  dans  le  kyrie  et  1» alleluia,  ou  dans  la 
formule  finale  de  la  psalmodie,   les  petites  lettres  de  1' impression  en 
noir  doivent  etre   transcrites  par  les  simples  lettros  en  Braille,     Quant 
aux  majuscules  dans  la  formule   finale  de  la  psalmodie  et   sM*n.  7  -a  los 
chiffres  romains  pour  designer  les  8  modes  du  pt'ain-chant,   il  fya.%  orcoloyor 
en  Braille  le   signe  de  majuscule:     points  46. 
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19)  II  ne  faut  pas  employer  le  signe  "simile"   de  l'ecriture  des  notes  en 
Braille  dans  l'ecriture  du  chant  gregorien  en  Braille. 

20)  En  Braille,   il  faut  placer  point  5  si  Tine  division  de  la  melodie  est 
necessaire  a  la  fin  de  la  ligne;   cependant,  il  ne  faut  pas   separer  des 
neumes  qui  font  un  ensemhle. 

21)  II  faut  toujours  indiquer  sur  le  frontispice  ou  sur  le  revers  d'une 
transcription  en  Braille,   d'apres  quel  mode  do   transcription  elle  a  ete 
faite. 

Le  projet  ci— devant  se  conformo  dans  les  chiffres  1  a  10  b,  la  transcription 
usuelle  en  France.     Cependant,   on  a  fait  ressortir  plusieurs  points  d'une 
fagon  plus  claire    (cf,     Chiffres  8  et  9)»     Pour  plus  de  renseignements 
cf • :  "Chant  Gregorien;   Index  par  Ado lphe  Marty",  AVH  Paris;   "Graduale 
Eomanum" ,  AVH  Paris. 

Pour  le  r^glernent  des  chiffres  11  a  21  des  solutions  diffdrentes  ont  ete 
pourvues  en  France   (cf.   les  lettres  accentuees  pour  l'accent  tonique);  ou 
il  y  a  divergence  en  comparaison  avec  1» impression  en  noir   (cf,    les  signes 
de  reprise  en  chiffre  18),  ou  ces  reglements  ne  sont  point  du  tout  entres 
en  consideration. 
Example  1,  Braille  p.  18 

B»     Le  Chant  Gregorien  en  transcription  rythmee  du  chant  par  Solesmes. 

pour  la  transcription  en  Braille  les  chiffres  1  a  21  de  1' expose  A*   sont 
valaoles.     D'une  maniere  supplemental re,   les  reglements  suivants  nous 
semhlent  necossaires: 

1)  La  harre  verticale  de  1' impression  en  noir  au-dessus  ou  au-dessous  de  la 
note  est  transcrito  en  Braille  par  point  ^-,  qu'il  faut  mettre  devant  la 
note  respective,  ou,   le  cas  echeant  devant  la  clef  d'octave  de  celle-ci. 

2)  La  "barre  horizontale  de  1' impression  en  noir  au-dessus  ou  au-dessous  de  la 
note  est  transcrite  en  Braille  par  le  signe:     points  56,  qu'il  faut  placer 
devant  la  note  respective,  ou,  le  cas  e'eheant,   devant  la  clef  d'octave  de 
celle-ci.      Si  en  ecriture  en  noir  les  harres  verticales  et  horizontale 
coincident,   chacun  des  signes  y  relatifs  en  Braille  doit  etre  mis  dans  un 
espace  special  du  systeme  Braille. 

3)  Le  point  qui  se  trouvo  axndossus  de  la  note  dans  1' impression  en  noir  est 
transcrit  en  Braille  par  point  6,  qu'il  faut  placer  devant  la  note,  ou,  le 
cas  echeant,   devant  la  clef  d'octave  de  celle-ci. 

Dans  les  chiffres  1  et  2  1' expose  ci-devant  se  re-glc  sur  la  transcription 

d'usage  en  France   (cf*i   Index  des  signes  adoptes  pour  1' edition  on  Braille 

du  Chant  Gregorien  rythme  avec  le  texte  liturgique,  AVH  Paris;   Liter  Usualis, 
AVH  Paris). 

Lo  chiffre  3  do  cet  expose  est  different  de  la  transcription  d'usage  en 
France.     L' index  reproduit  les  points  au-dessus   de  la  note   do  1» impression 
en  noir  dans  la  memo  fagon  corarae  les  notes  liquescentes  ont  ete  transcrites 
dans  1 'coition  genomic  du  chant  gregorien  en  Braille    (cf.   Sxpose*  A,   chiffre 
5)«     A  cause  de   cela  une   reproduction  differente  des  notes  liquescentes 
etait  necessaire  dans  1' edition  Solcsmcs;    celles— ci   sont   representees  dans 
1' edition  du  chant  gregorien  rythme  en  Braille  comme  dans  l'exoose  C,   chiffre 
4. 
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E*emple  2,  Braille  p.  19 

C.  Le  Chant  Gregorien  en  transcription  rausicale  moderne. 

1)  Les  valeurs  des  notes  de  1' impression  en  noir  (croches,  noires,  etc.)   sont 
reproduites  par  les  signes  correspondants  de  1' edition  des  notes  en  Braille. 
La  liaison  syncopique  entre  telles  notes  est  transcrite  par  le  signe: 
(points  4,  1-4).     La  "brevis   (note  maxime)  est  reproduite  a  l'aide  du  signe: 
{points  k-5,   1-4). 

2)  Comme   clefs  d'octave  viennent  en  consideration  d'apres  la  notation:     les 
signes  pour  la  petite  octave,  pour  1' octave  en  portee,   et  pour  1* octave  deux 
fois  barree.     A  l'egard  de  la  mise  des  clefs  d'octave  en  Braille  le  chiffre 

1  de  l'expose  A  est  valable.      II  est  convenable  que  la  clef  de  sol  soit 
transcrite,   c'est  a  dire,   comme  d'hahitude  t>ar  le  signe:      (points  3~^5> 

>4,  1-2-3). 

3)  S'il  y  a  plusieurs  neumes  au-dessus  d'un  mot  du  texte  ou  au-dessus  d'une 
syllahe,  qui  sont  caracterisees  dans  1* impression  en  noir  par  des  barres 
horizontales,   ces  neumes  sont  separees  en  Braille  par  le  signe:     point  2. 

4)  II  faut  caracteriser  les  notes  liquescentes  en  Braille  par  le  signe:  points 
26,  a  placer  devant  la  note   respective  ou,  le  cas  echeant  devant  la  clef 
d'octave  de  celle-ci. 

5)  Le  pressus    (reglette  horizontale  au-dessus  de  la  note)  est   transcrit  en 
Braille  par  le  signe:      (points  4-6,  2-3-6),  qui  precede  la  note. 

6)  La  quilisma  (signe  dentelle)   est  rendu  en  Braille  par  le  signe:    (points  4-6, 
2- y~5~6)  place  devant  la  note, 

7)  Le  trait  horizontal  au-dessus  de  la  note  de  1' impression  en  noir  est  transmit 
en  Braille  par  le   signe:      (points  4*-5-6>  2~3~5~6)  mis  devant  de  la  note. 

8)  Le  reproduction  de  la  liaison  est  faite  t>ar  le  signe:      (points  1-4,  et  5~6, 

2,  5,  2-3). 

9)  Des  notes  mises  entre  parentheses  sont  ecrites  entre  les  parentheses  des 
notes:      (points  6,  2->-5-6,  2-3-5-6,  3). 

10)  On  doit  proceder  conformement  quand  il  s'agit  des  notations  des  tonalites 
modernes. 

11)  D'ailleurs,  les  chiffres  7  (considerant  les  cinq  lignes),  8,  10  et  16  a  21 
de  l'expose  A  sont  valahles. 

12)  Si  l'on  n'a  pas  mis  les  paroles  latines  sur  la  m^lodie,  mais  plutot  un  text» 
en  allemand,  voila  le  reglement  suivant:      en  employant  1' ecriture.  normal e 

et  la  stenographic,   1' impression  en  gros  caracteres  en  Braille  est 
caracterisee  toujours  devant  la  syllable  respective  par  le  signe:     (points 
5,   2);   et  impression  en  italiques  par  le  signe:      (points  6,3).     Afin 
d'eviter  des  points  obscures  il  faut  normaliser  les  abreviatione,   s'il  en 
a,     Dans  le  texte  l'asterisque  est  transcrit  par  le  signe:      (t>oints  6,  >-5> 

et  6,  3-5,  3-5). 
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Cet  expose  se  conforms  dans  les  chiffres  1  a  5  e*  1°  au  mode  de  transcrip- 
tion employee  par  M«   le  Dr,  A.   Reuss,  Schwetzingen,  dans  ses  extraits  du 
Graduale  Romanum  en  transcription  rausicale  moderne,     Mais  les  reglements 
de  ces  chiffres  sont  e'largis  en  partie,   conformement  aux  necessites  de  la 
pratique* 

Exemple  3,  Braille  p.  19; 
Example  k9  Braille  p.  20. 

D.  Propos  sur  l'accompagnement  d'orgue. 

Si  l'on  emploie  la  notation  moderne  en  valeurs  exactos  des  notes,   il  n'y  a 
gu&re  de  difficultes  dans  une  transcription  en  Braille   (cf.  p.  ex.   I1 edition 
Mathias). 

Parfois  les  valeurs   des  notes  dans  l'accompagnement  ne   sont  pas  exactement 
transcrites  en  entier;  p.  ex.  une  "blanche  s'  applique  pour  la  duree  de  cinq 
unites  ou  plus  de  la  melodie.     Dans  un  tel  cas  on  peut  se  tirer  d' affaire 
avec  le  signe;      (points  1-2-6,  2),   ce  qui  regie  la  melodie  et  l'accompagnement 
de  la  me me  maniere. 

pour  la  transcription  de  l'accompagnement  d'orgue,   surtout  si  l'on  utilise  une 
transcription  stylisee  du  chant  gregorien,  le  reglement  suivant  est  propose 
pour  ohtenir  plus  de  clarte: 

1)  Pour  la  transcription  de  la  melodie  en  Braille  les  reglement s  de  1' expose*  A 
sont  appliquahles* 

2)  L'accompagnement  d'orgue  est  transcrit  comme  partition.     La  ligne  avec  le 
texte,   laquelle  se   trouve  -  par  raison  d'utilite  -  devant  la. ligne  avec  la 
melodie  dans  cette  transcription,  est  caracterisee  de  maniere  supplemen- 
taire  par  le  signe:     points  36  <lui  est  place  devant  celle«-ci» 

Les  notes  non-remplies  de  1» impression  en  noir  et  les  notes  remplies:  les 
notes  remplies  sont  transcrites  par  le  signe:      (Ex.  1),   les  notes  non~ 
remplies  par  le  signe:      (Ex.   2).     Si  un  organe  d» execution  fait  une  pause, 
sans  que  des  pauses  soient  marquees  dans  1' impression  en  noir,   les  pauses 
respectives  peuvent  etre  ajoutees  en  Braille  pour  la  clarte.     Dans.ce  cas, 
on  emploie  le  signe:,     (points  1-^-4^.6)  pour  la  valeur  de  la  note  remplie, 
et  le  signe:      (points  I-3-6)  pour  la  valeur  de  la  note  non-remplie.     En 
mettant  devant  ces  pauses  lo  point  5>  elles   sont  caracterisees  comme 
supplement  special  de  la  transcription  en  Braille. 

3)  Afin  d'eviter  des  erreurs,   il  ne  faut  mettre  en  Braille  les  signes  pour  les 
pausae   (a  l'exception  de  la  finalis),  l'asterisque  et  la  divisiom  des  syllabes 
que  dans  la  melodie;    d'autre  part,  on  ne  les  doit  pas  mettre  aussi  dans  les 
parties  do  l'accompagndment. 

k)   On  ne  doit  pas  employer  le  signe   "simile"  de  la  transcription  rausicale  on 
Braille  dans  la  transcription  de  l'accompagnement  d'orguo. 

La  transcription   de  la  partition  de  l'accompagnement  d'orgue  fut  proposee 
par  M.  August  G-las  de  Munich. 

Exemple  5,  Braillo  p.  21« 
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Expose  d'une  ecriture  en  Braille  d1  apres  lea  editions  du  Chant 
Gregorien,   selon  1» edition  du  Chant  Gregorien  rythme,  en 
transcription  moderne  des  notes  et  accompagnement  d'orgue 
par  Franz  Loeffler     (Wurzhourg/Allemagne ,  mai  195*0 

A«     Le  Chant  Gregorien  en  Dcriture  de  chant, 

1)  Selon  l'etendue  des  melodies  les  clef  d'octave  suivantes  entrent  en 
consideration:     les  signes  pour  la  grande  octave,   la  petite  octave,  et 

l*octave  en  portee   (cf,  l'histoire:     le  Chant  Gregorien  etait  un  chant 
d'hommes).     Les  clefs  d'octave  doivent  etre  raises  en  Braille:     a)  au 
commencement  de  chaque  morceau;   h)   apres  chaque  pausa  (chiffre  7); 
c)   dans  la  melodie  quand  il  y  a  des  intervalles  d'une  quarte  ou  quinte 
seulement  si  l'octave  respective  est  quittee;    toujours  s'il  y  a  des 
intervalles  d'une   sexte. 

2)  S'il  y  a  des  chants  syllahiques  (ou  l'on  chante  seulement  une  note  sur  une 
syllahe  du  texte)  et  dans  les  neumes  les  notes  ut,  re,  mi,  fa,  sol,  la,  si 
gont  transcrites  en  Braille  par:    (Braille  p.   2,  1*  10) 

3)  Les  notes  initiales  des  neumes  sont  transcrites  par:      (Braille  p.   2,  1.   13) 
Les  memes  signes  en  Braille  sont  adoptes  pour  le  punctum  ou  pour  la  virga 
qui  se  trouvent  devant  une  neume. 

k)  La  quilisma  (note  dentellee)  est  transcrite  par:      (Braille  p.  2,  1»  20) 

5)  Les  notes  liquescentes   (des  notes  imprimees  d'une  fagon  plus  petite)   sont 
transcrites  par:      (3raille  p#  2,  1.  2k) 

6)  Le  mora  intervalle   (espace  lihre  entre  les  notes  sur  une  syllahe  du  texte, 
ou  il  aurait  encore  de  1* espace  pour  une  note)  est  transcrit  par  point  3 
immediatement  apres  la  note  respective  en  Braille* 

7)  Les  pausae  sont  transcrites:     Minima  (harre  par  la  4e  ligne)  par:      (points 
3-^);  liinor  (harre  par  leg  2     et  3     lignes)     par:     (points  3-4-6);  Major 
(harre  par  toutes  les  quatre  lignes)  par;      (points  3-^-5-6) t   Finalis 
(douhle  harre  par  toutes  les  quatre  lignes)  par:      (points  1-2-6,  1-3) 

8)  L'asteriscus    (l'asterisque)  est  transcrit  par:      (points  3-5 »  3-5  >  Jr5) 
Divergent  de  1' impression  en  noir  l'asterisque  est  mis  en  Braille  non 
seulement  dans  le   texte  des  paroles,  mais  aussi  dans  les  notes  aux  endroits 
respectifs* 

9)  Comma  alterations  le  Chant  Gregorien  connait  le  Demol;      (Points  l*-2-6)   et 
la  Decarre:      (points  1-6) 

Dans  1' impression  en  noir  ces  signes,  qui  appliquant  seulement  &  la  note  si, 
parfois  ne  se   trouvent  pas  directement  devant  la  note  pour  si,  mais  devant 
la  neume  ou  cette  note  apparalt,     En  Braille   il  faut  mettre  ces  signes 
toujours  immediatement  devant,  la  note  pour  si* 

10)  En  Braille  on  dcrit  d'une  maniere  coherente  les  notes  que  l'on  chante  sur 
un  mot  du  texte;   apres  co  groupe  dc  notes  un  espaco  dans  le  cadre 

d' ecriture  on  Braille  reste  lihre.     Entre  les  notes  que  l'on  chante  sur  un 
mot  du  texte,  on  met  on  Braille  apres  les  notes  que  l'on  chante  sur  une 
syllahe,   lo  signe:      (points  36)* 


Le  Chant  Gr6gorien  2 

11)  Le  Pressus  et  le  strophicus  sont   tranecrits  en  Braille,   selon  1» impression 
en  noir,   sans  signe  special. 

12)  Afin  d'indiquer  qu'une  melodie  du  chant  gregorien  suit  en  Braille,   le  signe: 
(points  5*  2-^"*5)  ©st  mis  au  commencement  de  cette  melodie,  rentre  de 
deux  ou  trois  espaces  dans  le  cadre  d' ecriture  en  Braille.     Point  3  suit  ce 
sig^e>   si  le  prochain  signe  contient  les  points  1,  2  ou  3» 

13)  Jusqu'a  ici   (en  France)   les  deux  clefs  du  chant  gregorien,   les  clefs  ut  et 
fa,  n'etaient  pas  transmises  en  Braille;    cependant,   leur  transcription  nous 
semble  desirable;   le  reglement  suivant  est  propose:  le  mot  ut  respectivement 
fa  suit  au  signe  du  mot:      (points  3~^*"5)»   apres  le  mot  ut  ou  fa  vient  le 
chiffre  abaisse  sans  signe  numerique  pour  caracteriser  la  lignes  respective—- 
le  numerotage  des  quatre  lignes  est  fait  de  has  en  haut — ;   le  signe  de  clef 
est   terraine  par  le  signe:      (points  1-2-3),     Ainsi  il  y  a  les  signes 
suivant s:     pour  la  clef  ut:      (Braille  p.  5>  1»   17,  18,   19);  pour  la  clef 

fa;      (Braille  p.  5,     1.   17,   18,   19). 

En  Braille  il  faut  mettre  les  clefs  au  commencement  de  chaque  section  de 
melodie  et  quand  il  y  a  changement  de  clef. 

14)  Le  custos   (une  petite  note  a  la  fin  de  la  ligne  des  notes  et  quand  la  clef 
est  changee,   laquelle  indique   la  note  suivante)   n'est  pas   transcrit  en 
Braille. 

15)  3,uand  il  y  a  recitation*   les  notes  non-remplies  en  blanc  sont  caracterisees 
en  Braille  par  le  signe  place  immediatement  apres  la  note  respective: 
Points  13# 

16)  En  Braille,   le  signe {      (points  5-6 >  2-3)   se  trouve  devant  le  texte,   rentre 
de  deux  ou  trois  espaces  de  lettres  en  Braille.     En  Braille,   1' accent 
tonique  dans  mots  latins  de  plus  de  deux  syllahes  (aigu  au-dessus  de  la 
voyelle  respective)  est  transcrit  par  point  6  devant  la  voyelle  respective) 
L1 impression  d'une  syllabe  en  gros  caracteres   (dans  la  psalmodie)  est 
caracterisee  par  le  signe:     points  45  devant  la  voyelle  respective.     Si 

1' accent  tonique  et  l1 impression  en  gros  caracteres  coincident,  les  deux 
Bignes  sont  reunis  en  3raille,   d'ou  se  forme  le  signe:     points  456.     Les 
italiques  do  1' impression  en  noir  (dans  la  psalmodie)   sont  indiques  en 
Braille  par  le  signe;     points  56,   qu'il  faut  mettre  devant  la  voyelle 
respective.      La  croisette  de  1' impression  en  noir   (flexa  de  la  psalmodie) 
est  transcrite  en  Braille  et  cela  dans  le  texte  par  le  signe}      (points 
4-6,   1-3)* 

17)  Les  lettres  rayees  7  ou  R  sont   transcrites  en  Braille  par:      (Braille  p.   7> 
1.   9)«      II  faut  toujours  mettre  entre  parentheses  les  ruhriques  de 

1« impression  en  noir   (annotations)   dans  le  texte  en  Braille,      S'il  s'agit 
do  quelques  abreviations   (Braille  p.   7,   !•   14),   il  est  necossaire  que  l'on 
les  p}.ace  aussi  a  l'endroit  correspondent  du  texte  des  notes,  en  les 
caracterisant  -   sans  parentheses  -  par  le   signe  de  mot:     points  3^5» 

18)  S'il  s'agit  des  signes  de  reprise  dans  le  kyrie  et  l'alleluia,  ou  dans  la 
formule  finale  de  la  psalmodie,   les  petites  lettres  de  l'impression  en 
noir  doivent  etre   transcrites  par  les  simples  lettros  on  Braille.     Quant 
aux  majuscules  dans  la  formule  finale  de  la  psalnno&ie  et   z*¥l  -y  -a  los 
chiffres  romains  pour  designer  les  8  modes  du  plain-chant,   il  fhut  onoloyor 
en  Braille  le  signe  de  majuscule:     points  46. 
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19)  II  ne  faut  pas  employer  le  signe  *  simile"  de  l'ecriture  des  notes  en 
Braille  dans  l'ecriture  du  chant  gregorien  en  Braille, 

20)  En  Braille,   il  faut  placer  point  5  si  une  division  de  la  melodie  est 
necessaire  &  la  fin  de  la  ligne;   cependant,   il  ne  faut  pas   separer  des 
neumes  qui  font  un  ensemble, 

21)  II  faut  toujour  s  indiqucr  sur  le  frontispice  ou  sur  le  re  vers  d'une 
transcription  en  Braille,   d'apres  quel  mode  de   transcription  elle  a  ete 
faite. 

Le  projet  ci-devant  so  conformo  dans  lcs  chiffres  1  a  10  &  la  transcription 
usuelle  en  France,     Cependant,  on  a  fait  ressortir  plusieurs  points  d'une 
fagon  plus  claire   (cf,     Chiffres  8  et  9)#     Pour  plus  de  renseignements 
cf • :   "Chant  Gregorien;   Index  par  Adolphe  Marty",  AVH  Paris;   "Graduale 
Eomanum" ,  AVH  Paris* 

Pour  le  reglement  des  chiffres  11  a  21  des  solutions  diffe'rentes  ont  ete 
pourvues  en  France   (cf.   les  lettres  accentuees  pour  l'accont  tonique);  ou 
il  y  a  divergence  en  comparaison  avec  1' impression  en  noir   (cf,   les  signes 
de  reprise  en  chiffre  18),  ou  ces  reglements  ne  sont  point  du  tout  entres 
en  consideration. 
Example  1,  Braille  p*  18 

B«     Le  Chant  Gregorien  en  transcription  rythmee  du  chant  par  Solesmes, 

pour  la  transcription  en  Braille  les  chiffres  1  a  21  de  1' expose  A#   sont 
valahles,     D*une  maniere  supplementaire,   les  reglements  suivants  nous 
semblent  necessaires: 

1)  La  harre  verticale  de  1* impression  en  noir  au-dessus  ou  au-dessous  de  la 
note  est  transcrite  en  Braille  par  point  k}  qu'il  faut  mettre  devant  la 
note  respective,  ou,   le  cas  echeant  devant  la  clef  d1  octave  de  celle-ci, 

2)  La  harre  horizontale  de  l'impression  en  noir  au-dessus  ou  au-dessous  de  la 
note  est  transcrite  en  Braille  par  le  signe:     points  56,  qu'il  faut  placer 
devant  la  note  respective,  ou,  le  cas  echeant,   devant  la  clef  d' octave  de 
celle-ci.     Si  en  ecriture  en  noir  les  barres  verticales  et  horizontale 
coincident,   chacun  des  signes  y  relatifs  en  Braille  doit  etre  mis  dans  un 
espace  special  du  systeme  Braillei 

3)  Le  point  qui  se  trouve  au-dessus  de  la  note  dans  1' impression  en  noir  est 
transcrit  en  Braille  par  point  6,  quril  faut  placer  devant  la  note,  ou,  le 
cas  echeant,   devant  la  clef  d'octave  de  celle-ci, 

Dans  les  chiffres  1  et  2  1' expose  ci-devant  so  regie  sur  la  transcription 
d'usage  en  Prance   (cf,:   Index  des  signes  adoptes  pour  1' edition  en  Braille 
du  Chant  Grdgorien  rythme  avec  le  texte  liturgique,  AVH  Paris;   Liber  Usualis, 
AVH  Paris), 

Lo  chiffre  3  de  cot  expose  est  different  de  la  transcription  d'usage  en 
Prance.     L' index  reproduit  les  points  au-dessus  de  la  note   de  1' impression 
en  noir  dans  la  memo  facon  comme  les  notes  liquescentes  ont  ete  transcrites 
dans  1' edition  general©  du  chant  gregorien  en  Braille    (cf,   Expose  A,   chiffre 
5)«     A  cause  de  cela  une   reproduction  differente  des  notes  liquescentes 
etait  necessaire  dans  1' edition  Solcsmes;   celles— ci  sont  representees  dans 
1' edition  du  chant  gregorien  rythme  en  Braille   comme  dans  l'exoose  C,   chiffre 
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Exemple  2,  Braille  p.   19 

C.  Le  Chant  Gregorien  en  transcription  musicale  moderne, 

1)  Les  valeurs  des  notes  de  l'impression  en  noir  (croches,  noires,  etc.)   sont 
reproduites  par  les  signes  correspondants  de  1» edition  des  notes  en  Braille. 
La  liaison  syncopique  entre  telles  notes  est  transcrite  par  le  signe: 
(points  4,  1-4).     La  brevis   (note  maxime)  est  reproduite  a  l!aide  du  signe: 
(points  4-5,  1-4). 

2)  Comme  clefs  d'octave  viennent  en  consideration  d'apres  la  notation:     les 
signes  pour  la  petite  octave,  pour  l'octave  en  portee,  et  pour  I1 octave  deux 
fois  barree.     A  l'egard  de  la  mise  des  clefs  d'octave  en  Braille  le  chiffre 
1  de  1'  expose  A  est  valable.      II  est  convenable  que  la  clef  de  sol  so  it 
transcrite,   c'est  a  dire,   comme  d'habitude  -oar  le  signe:      (points  3-4-5, 

3-4,  1-2-3). 

3)  S'il  y  a  plusieurs  neumes  au-dessus  d*un  mot  du  texte  ou  au-dessus  d'une 
syllabe,  qui  sont  caracterisees  dans  l'impression  en  noir  par  des  barres 
horizontales,   ces  neumes  sont  separees  en  Braille  par  le  signe:     point  2. 

4)  II  faut  caracteriser  les  notes  liquescentes  en  Braille  par  le  signe:  points 
26,  a  placer  devant  la  note  respective  ou,  le  cas  dcheant  devant  la  clef 
d'octave  de  celle-ci. 

5)  Le  pressus    (reglette  horizontale  au— dessus  de  la  note)   est   transcrit  en 
Braille  par  le   signe:      (points  4-6,  2~3~6)>  qui  precede  la  note. 

6)  La  quilisma  (signe  dentell^)   est  rendu  en  Braille  par  le  signe:    (points  4-6, 
2*-3r-5-6)  place  devant  la  note, 

7)  Le  trait  horizontal  au-dessus  de  la  note  de  l'impression  en  noir  est   transmit 
en  Braille  par  le   signe:      (points  W>~6>  2-3-5-6)  mis  devant  de  la  note, 

8)  Le  reproduction  de  la  liaison  est  faite  -oar  le  signe:      (points  1-4,  et  5-6, 
2,  5,   2-3). 

9)  Des  notes  mises  entre  parentheses  sont  ecrites  entre  les  parentheses  des 
notes:      (points  6,  2-3-5-6,  2-3-5-6,  3). 

10)  On  doit  proceder  conformement  quand  il  s'agit  des  notations  des  tonalites 
modernes* 

11)  D'ailleurs,   les  chiffres  7  (considerant  les  cinq  lignes),  8,   10  et  16  a  21 
de  1' expose  A  sont  valables. 

12)  Si  l'on  n'a  pas  mis  les  paroles  latines  sur  la  m^lodie,  mais  plutot  un  text© 
en  allemand,  voila  le  reglement  suivant:      en  employant  1' ecriture.  normal e 

et  la  stenographie,   l'impression  en  gros  caracteres  en  Braille  est 
caracterisee  toujours  devant  la  syllabe  respective  par  le  signe:      (points 
5,   2);   et   impression  en  italiques  par  le  signe:      (points  6,3).     Afin 
d'eviter  des  points  obscures  il  faut  normaliser  les  abreViations,   s'il  en 
a.     Dans  le  texte  l'asterisque  est  transcrit  par  le  signe:      (-ooints  6,  3~5> 
et  6,  >5,  3-5). 
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Cet  expose  se  conforme  dans  les  chiffres  1  a  5  e*  10  au  mode  de  transcrip- 
tion employee  par  M.   le  Dr.  A.   Reuss,   Schwetzingen,  dans  ses  extraits  du 
Graduale  Romanum  en  transcription  rausicale  moderne,     Mais  les  reglements 
de  ces  chiffres  sont  dlargis  en  partie,   conformement  aux  necessites  de  la 
pratique. 

Exemple  3>  Braille  p.  19; 
Example  k9  Braille  p.  20. 

D.  Propos  sur  l'accompagnement  d'orgue. 

Si  l'on  emploie  la  notation  moderne  en  valeurs  exactes  des  notes,   il  n'y  a 
guere  de  difficuLtes  dans  une  transcription  en  Braille   (cf.  p.  ex,   1' edition 
Mathias ) • 

Parfois  les  valeurs  des  notes  dans  l'accompagnement  ne  sont  pas  exactement 
transcrites  en  entier;  p.  ex.  une  "blanche  s' applique  pour  la  duree  de  cinq 
unites  ou  plus  de  la  melodie.     Dans  un  tel  cas  on  peut  se  tirer  d' affaire 
avec  le  signe:      (points  1-2-6,   2),   ce  qui  regie  la  melodie  et  l'accompagnement 
de  la  me me  maniere. 

pour  la  transcription  de  l'accompagnement  d'orgue,   surtout  si  l'on  utilise  une 
transcription  stylisee  du  chant  gregorien,   le  reglement  suivant  est  propose 
■oour  ohtenir  plus  de  clarte: 

1)  Pour  la  transcription  de  la  melodie  en  Braille  les  reglements  de  1' expose  A 
sont  appliquahles. 

2)  L'accompagnement  d'orgue  est  transcrit  comme  partition.     La  ligne  avec  le 
texte,   laquelle  se   trouve  -  par  raison  d'utilite  -  devant  la  ligne  avec  la 
melodie  dans  cette  transcription,  est  caracterisee  de  maniere  supplemen- 
taire  par  le  signe:     points  J>6  qui  est  place  devant  celle-ci. 

Les  notes  non-remplies  de  1' impression  en  noir  et  les  notes  remplies:  les 
notes  remplies  sont  transcrites  par  le  signe:      (Ex.  1),  les  notes  non- 
remplies  par  le  signe:      (Ex.   2).     Si  un  organe  d' execution  fait  une  pause, 
sans  que  des  pauses  soient  marquees  dans  1' impression  en  noir,   les  pauses 
respectives  peuvent  etre  ajoutees  en  Braille  pour  la  clarte.     Dans.ce  cas, 
on  emploie  le  signe:,     (points  1*3-^6)  pour  la  valeur  de  la  note  remplie, 
et  le  signe:      (points  1-3-6)  pour  la  valeur  de  la  note  non-remplie.     En 
mettant  devant  ces  pauses  le  point  5>  elles  sont  earacterisees  comme 
supplement  special  de  la  transcription  en  Braille. 

3)  Afin  d'eviter  des  erreurs,   il  ne  faut  mettre  en  Braille  les  signes  pour  les 
pausae   (a  1* exception  de  la  finalis),   l'asterisque  et  la  division  des  syllahes 
que  dans  la  melodie*   d' autre  part,  on  ne  los  doit  pas  mettre  aussi  dans  les 
parties  do  l'accompagnement. 

k)   On  ne  doit  pas  employer  le  signe   "simile"  de  la  transcription  rausicale  en 
Braille  dans  la  transcription  de  l'accompagnement  d'orguo. 

La  transcription   de  la  partition  de  l'accompagnement  d'orgue  fut  proposee 
par  M.  August  G-las  de  Munich. 

Exemple  5,  Braille  p.  21* 


METHODS  OP  WRITING  SONGS  IN  BRAILLE 

The  following  pages  present  examples  of  eleven  characteristic  patterns  for  the 
writing  of  songs  in  the  "braille  system. 

In  songs,  as  in  instrumental  music,  the  arrangement  of  constituent  units  on  the 
braille  page  is  "basically  (l)  in  parallel  -placement  or  (2)  in  alternate  -placement. 
Four  patterns  illustrate  parallel  placement;  four  patterns  illustrate  alternate 
placement;  and  three  special  patterns  illustrate  the  abbreviation  of  the  soore  for 
the  "blind  choirmaster. 

The  "blind  reader  of  songs,  like  the  seeing  reader  (the  amateur,  the  student,  the 
professor,  the  chorister,  and  the  choirmaster),  requires  a  pattern  which  facilitates 

(1)  the  reading  of  words  alone, 

(2)  the  reading  of  notes  alone, 

(3)  the  reading  of  words  and  notes  together,  and 

(4)  in  ensembles,  the  reading  of  the  harmony.  It  is  our  obligation  to  provide  the 
reader  with  a  realization  of  all  of  these  requirements,  if  possible,  without  drastic 
departure  from  normal  usage. 

Memorization  is  always  advisable;  but  there  are  occasions  when  the  blind  singer  or 
blind  professor  goes  to  instruction  or  rehearsal  without  opportunity  for  prior 
memorization,  and  then  he  needs  to  rely  on  the  legibility  of  the  braille  system. 

It  has  been  the  general  practice  to  make  separate  transcriptions  for  the  blind 
chorister  and  the  blind  choirmaster,  but  it  is  our  obligation  to  find,  if  possible, 
one  method  of  transcription  which  will  avoid  this  necessity. 

The  patterns  here  presented  are  without  detailed  description;  each  clearly 
demonstrates  its  arrangement  and  its  value.  In  some  of  the  examples  the  use  of 
measure  numbers  is  illustrated,  and  in  other  examples  the  ink-print  pagination  is 
indicated*  However,  either  plan  is  adaptable  to  all  of  the  patterns. 

Table  of  Signs 

Sign  for  words:  points  5-6,. 2-3, 

Sign  for  notes:  points  6,  3« 

prefix  for  words  when  words  and  notes  are  alternated  in  the  same  line:  point  3« 

One  numeral:  It  indicates  the  number  of  the  measure  reckoned  from  the  beginning  of 
the  composition. 

Three  numerals  standing  together:  They  indicate  respectively  the  number  of  the  ink- 
print  page,  the  number  of  the  stave  on  the  page,  and  the  number  of  the  measure  on 
the  stave. 

Bar-line«     points  1-2-3* 

Unison;     points  L-2~3» 

Soprano:     points  6,  2-3~4,  3,  or  3-^-5 »  2-3-4,  3. 

Alto:     points  6,  1,  3,  or  3-^4-5*  1>  3» 

Tenor:     points  6,  2-3-^5,  3,  or  3^-5,  2->4-5,  3» 

Bass:     points  6,  1-2,  3,  or  3~W>,  1-2,  3. 


Example  1   Parallel  Disposition,   (Braille  page  5) 
Line  over  line. 
Ligne  sur  ligne, 

"Beau  Soir"  Debussy 

Example  2   Parallel  Disposition.   (Braille  page  6) 
Chorus,  bar  over  bar. 
Choeur,  me sure  sur  me sure. 

"Jubilate  Deo"  Mozart 

Example  3   parallel  Disposition.   (Braille  page  7) 
Hymn,  bar  over  bar* 
Eymne,  mesure  sur  mesure. 

"Stabat  Mater"  Tartini 

Example  k      parallel  Disposition.      (Braille  page  8) 
German  Choral,   note  over  note. 
Choral  Allemand,   note  sur  note. 

"Er  Eerr  ist  me in  getreuer  Hirt"  Karl  Banner 

Example  5   Alternate  Disposition.   (Braille  pages  9>  10) 
Page  by  page, 
page  par  page. 

"Elegie"  Massenet 

Example  6   Alternate  Disposition.   (Braille  page  11) 
Phrase  over  phrase, 
phrase  sur  phrase, 

"Habanera  (extrait)  opera  Carmen"  Bizet 

Example  7   Alternate  Disposition.   (Braille  page  12) 
Word  and  note  alternation* 
Paroles  et  musique  intercalees. 

"Dans  le  Bo is  Fleuri"   Gustave  Do ret 

Example  8   Alternate  Disposition,  (Braille  page  13) 
Vertical  division  of  page,  line  by  line. 
Division  verticale  de  la  page,  ligne  par  ligne. 
npanis  Angelicus"  Cesar  Franck 

Example  9   Short  Score  for  the  Choirmaster,  vertical  score.   (3raille  page  1^) 
partition  condensee  pour  le  chef,  transcription  verticale, 
"Song  of  Pate"  Johannes  Brahms 

Example  10   Short  Score  for  the  Choirmaster,  male  and  female  voices  bar  by  bar 

(Braille  page  15) 
Partition  condensee  pour  le  chef,  les  voix  d'homme  et  les  voix  de  femme,  mesure 

par  mesure, 

"Madrigal  from  the  Triumphs  of  Oriana"     John  Bennet 

Example  11       Short  Score   for  the  Choirmaster,  male  and  female      (Braille  page  16) 

voices  bar  over  bar. 
Partition  condensee  pour  le  chef,   les  voix  d'homme  et  les  voix  de  femme, 

mesure  sur  mesure, 
"Morning  Song  (llorgengesang)"     Johannes  3rahms 


METHODS  OF  WRITING  SONGS  IN  BRAILLE! 

The  following  pages  present  examples  of  eleven  characteristic  patterns  for  the 
writing  of  songs  in  the  "braille  system. 

In  songs,  as  in  instrumental  music,  the  arrangement  of  constituent  units  on  the 
"braille  page  is  "basically  (l)  in  parallel  placement  or  (2)  in  alternate  -placement. 
Four  patterns  illustrate  parallel  placement;  four  patterns  illustrate  alternate 
placement;  and  three  special  patterns  illustrate  the  abbreviation  of  the  score  for 
the  blind  choirmaster. 

The  "blind  reader  of  songs,  like  the  seeing  reader  (the  amateur,  the  student,  the 
professor,  the  chorister,  and  the  choirmaster),  requires  a  pattern  which  facilitates 

(1)  the  reading  of  words  alone, 

(2)  the  reading  of  notes  alone, 

(3)  the  reading  of  words  and  notes  together,  and 

(^)  in  ensembles,  the  reading  of  the  harmony.  It  is  our  obligation  to  provide  the 
reader  with  a  realization  of  all  of  these  requirements,  if  possible,  without  drastic 
departure  from  normal  usage* 

Memorization  is  always  advisable;  but  there  are  occasions  when  the  blind  singer  or 
blind  professor  goes  to  instruction  or  rehearsal  without  opportunity  for  prior 
memorization,  and  then  he  needs  to  rely  on  the  legibility  of  the  braille  system. 

It  has  been  the  general  practice  to  make  separate  transcriptions  for  the  blind 
chorister  and  the  blind  choirmaster,  but  it  is  our  obligation  to  find,  if  possible, 
one  method  of  transcription  which  will  avoid  this  necessity* 

The  patterns  here  presented  are  without  detailed  description;  each  clearly 
demonstrates  its  arrangement  and  its  value.  In  some  of  the  examples  the  use  of 
measure  numbers  is  illustrated,  and  in  other  examples  the  ink-print  pagination  is 
indicated*  Hbwevcrj  either  plan  is  adaptable  to  all  of  the  patterns. 


Table  of  Signs 

Sign  for  words:  points  5-6».2-3» 

Sign  for  notes:  points  6,  3« 

prefix  for  words  when  words  and  notes  are  alternated  in  the  same  line:  point  3» 

One  numeral:  It  indicates  the  number  of  the  measure  reckoned  from  the  beginning  of 
the  composition. 

Three  numerals  standing  together:  They  indicate  respectively  the  number  of  the  ink- 
print  page,  the  number  of  the  stave  on  the  page,  and  the  number  of  the  measure  on 
the  stave. 

Bar-line:     points  1-2-3* 

Unison:     points  1^-2-3 . 

Soprano:     points  6,  2»->4,  3,  or  3-iH5j  2->4»  3* 

Alto:     points  6,  1,  3,  or  3~^~5>  1>  3» 

Tenor:     points  6,  2-3-V5,  3,  or  >^5,  2~>it-5,  3. 

Bass:     points  6,  1-2,  3,  or  3~^5>  1-2  >  3, 


Example  1   Parallel  Disposition,   (Braille  page  5) 
Line  over  line. 
Ligne  sur  ligne, 

"Beau  SoirM  Debussy 

Example  2   Parallel  Disposition.   (3raille  page  6) 
Chorus,  bar  over  "bar, 
Choeur,  me  sure  sur  me  sure. 

"Jubilate  Deo"  Mozart 

Example  3   Parallel  Disposition.   (Braille  page  7) 
Hymn,  "bar  over  "bar* 
Hymne,  me sure  sur  me sure, 

"Stabat  Mater"  Tartini 

Example  k      Parallel  Disposition.   (Braille  page  8) 
Gorman  Choral,  note  over  note. 
Choral  Allemand,  note  sur  note. 

"Er  Eerr  ist  mein  getrouer  Hirt"  Karl  Banner 

Example  5   Alternate  Disposition.   (Braille  pages  9>  10) 
Page  by  page, 
page  par  page. 

"Elegie"  Massenet 

Example  6   Alternate  Disposition.   (Braille  page  11) 
Phrase  over  phrase, 
phrase  sur  phrase, 

"Habanera  (extrait)  opera  Carmen"  Bizet 

Example  7   Alternate  Disposition.   (Braille  page  12) 
Word  and  note  alternation. 
Paroles  et  musique  intercalees, 

"Dans  le  Bois  Fleuri"   Gustave  Dorot 

Example  8   Alternate  Disposition,  (Braille  page  13) 
Vertical  division  of  page,  line  by  line* 
Division  verticale  de  la  page,  ligne  par  ligne. 
npanis  Angelicus"  Cesar  Eranck 

Example  9   Short  Score  for  the  Choirmaster,  Vertical  score.   (3raille  page  \Ur) 
partition  condensee  pour  le  chef,  transcription  verticale* 
"Song  of  Fate"  Johannes  Brahms 

Example  10   Short  Score  for  the  Choirmaster,  male  and  female  voices  bar  by  bar 

(Braille  page  15) 
Partition  condensee  pour  le  chef,  les  voix  d'homme  et  les  voix  do  femme,  mesure 

par  mesure, 

"Madrigal  from  the  Triumphs  of  Oriana"     John  Bennet 

Example  11       Short  Score  for  tho  Choirmaster,  male  and  female     (Braille  page  16) 

voices  bar  over  bar. 
Partition  condensee  pour  le  chef,  les  voix  d'homme  et  les  voix  de  femme, 

mesure  sur  mesure, 
"Morning  Song  (ilorgengesang)"     Johannes  Brahms 


MUSIQUE  DE  CHMTT 

On  trouvera,   dans  les  pages  suivantes,  onze  exemples  deraontrant  autant  de  modes 
possibles  pour  la  disposition  de  la  musique  de  chant  en  braille. 

Dans  la  musique  vocale—  comrae  dans  la  musique  instrumentale— les  diffeVents  elements 
de  la  partition  en  noir  (paroles  et  musique)   sont  disposes  soit  sur  un  plan 
parallele,   soit  sur  un  plan  alternatif.     Quatre  modules  representent  ici  la  tran- 
scription parallele;   quatre  autres,   la  disposition  alternative;   enfin,   trois 
arrangements  speciaux—a  1' intention  des  directeurs  de  chorales— presentent  la 
partition  sous  une  forme  condensee. 

Tout  eomme  le  musicien  voyant,   1'aveugle  devrait  etre  en  mesure  de  pouvoir  lire: 
(A)   les  paroles  seules$    (B)  la  musique  seule,    (C$X  paroles  et  musique  simultanement, 
(D)  l1 ensemble  des  parties. 

Notre  but,   c'est  do  trouver  un  systeme  qui  reponde,   dans  la  mesure  du  possible,     a 
toutes  ces  exigences,  et  cela,  sans  qu'il  y  ait  de  rupture  trop  brusque  avec  l'usage 
habituel, 

Le  travail  de  memoire  est,  sans  doute,   recommendable ;   cependant,   dans  certaines 
circonstances,  le  chanteur  ou  le  professeur  doivent  se  rendre  aux  repetitions  ou 
aux  legons  sans  avoir  eu  la  possibilite  de  faire,   au  prealable,  le  dechiffrage 
necessaire* 

A  l'houre  actuelle,  les  besoins  specifiques  des  choristes  et  ceux  du  directeur 
impliquent  la  necessite  do  modes  de  transcription  differentsj   il  serait  pourtant 
souhai table  de   trouver  un  systeme  qui  puisse  convenir  autant  a  l'un  qu'aux  autres. 

Les  mo deles  presentes  ici  ne  sont  pas  decrits  en  details;   toutefois,   ils  demontrent 
suffisamment  leurs  caracteristlques  particulieres  et  leur  valeur  relative*     Dans 
certains  de  ces  exemples,   les  mesures  sont  numero  tecs;    dans  d'autres,  la  pagination 
en  noir  est  indiquee;   les  deux  procedes  sont  adaptables  a  tous  les  systemes. 

Tableau  des  Signes  Speciaux 

Paroles:     points  5-69  2-3. 
Musique;     points  6,  3» 
Parole  intercalee:     point  3* 
Barre  de  mesure:     points  1-2-3. 
Unisson:     points  1-2-3, 
Soprano:     points  3~i*-5>   2-3~4,  3. 
Alto:     points  >-i*-5>  1>  3« 
Tenor:     points  3-^-5,  2-3-4-5 »  3* 
Basse:     points  3-4-5 ,  1-2,  3. 

Un  chiffre  place  dans  la  marge  de  gauche  indique  le  numero  de  la  mesure  calcule 
depuis  le  debut  de  la  composition, 

Trois  chiff res  en  marge  gauche  indiquent  respectivement  le  numero  de  la  page  en 
noir,   celui  de  la  portee  et  celui  de  la  mesure  sur  cctte  portee. 


Example  1   Parallel  Disposition,   (Braille  page  5) 
Line  over  line. 
Ligne  sur  ligne, 

"Beau  Soir"  Deoussy 

Example  2   Parallel  Disposition,   (3raille  page  6) 
Chorus,  "bar  over  bar, 
Choeur,  me  sure  sur  me  sure* 

"Jubilate  Deo"  Mozart 

Example  3   Parallel  Disposition,   (Braille  page  7) 
Hymn,  bar  over  bar, 
Hymne,  mesure  sur  mesure* 

"Stabat  Mater"  Tartini 

Example  k       Parallel  Disposition,   (Eraille  page  8) 
German  Choral,  note  over  note. 
Choral  Allemand,  note  sur  note, 

"Er  Eerr  ist  me in  getreuer  Kirt"  Karl  Rahner 

Example  5   Alternate  Disposition,   (Eraille  pages  9>  10) 
Page  by  page, 
page  par  page. 

"Elegie"  Massenet 

Example  6   Alternate  Disposition,   (Braille  page  11) 
Phrase  over  phrase , 
phrase  sur  phrase, 

"Habanera  (eXtrait)  opera  Carmen"  Bizet 

Example  7   Alternate  Disposition,   (Braille  page  12) 
Word  and  note  alternation* 
Paroles  et  musique  intercalees. 

"Dans  le  Bo is  Fleuri"   Gustave  Do rot 

Example  8   Alternate  Disposition,   (Braille  page  1^) 
Vertical  division  of  page,  line  by  line. 
Division  verticale  de  la  page,  ligne  par  ligne* 
wpanis  Angel icus"  Cesar  Pranck 

Example  9   Short  Score  for  the  Choirmaster,  vertical  score,   (Braille  page  Ik) 
partition  condensee  pour  le  chef,  transcription  verticale, 
"Song  of  Fate"  Johannes  Brahms 

Example  10   Short  Score  for  the  Choirmaster,  male  and  female  voices  bar  by  bar 

(Braille  page  15) 
Partition  condensee  pour  le  chef,  les  voix  d'homme  et  les  voix  do  femme,  mesure 

par  mesure, 

"Madrigal  from  the  Triumphs  of  Oriana"     John  Bennet 

Example  11       Short  Score  for  the  Choirmaster,  male  and  female      (Braille  page  16) 

voices  bar  over  bar. 
Partition  condensee  pour  le  chef,  les  voix  d'homme  ct  les  voix  de  femme, 

mesure  sur  mesure, 
"Morning  Song  (llorgengesang)"    Johannes  Brahms 


MUSIQUE  IE  CM1TT 

On  trouveraj   dans  les  pages  suivantes,  onze  exemples  demontrant  autant  de  modes 
possibles  pour  la  disposition  de  la  musique  de  chant  en  braille, 

Dans  la  musique  vocale— comme  dans  la  musique  instrument  ale—  les  differents  elements 
de  la  partition  en  noir  (paroles  et  musique)   sont  disposes  soit  sur  un  plan 
parallele,   soit  sur  un  plan  alternatif,     Quatre  modules  representent  ici  la  tran- 
scription parallele;   quatre  autres,  la  disposition  alternative;   enfin,   trois 
arrangements  speciaux— a  l1  intention  des  directeurs  do  chorales-— presentent  la 
partition  sous  une  forme  condensee. 

Tout  comme  le  musicien  voyant,  1'aveugle  devrait  etre  en  mesure  de  pouvoir  lire: 
(A)   les  paroles  seules,    (B)  la  musique  seule,    (6).  paroles  et  musique  simultanement, 
(D)  1' ensemble  des  parties, 

Notre  but,   c'est  de  trouver  un  systeme  qui  reponde,   dans  la  mesure  du  possible,     a 
toutes  ces  exigences,  et  cela,  sans  qu'il  y  ait  de  rupture  trop  brusque  avec  l'usage 
habituel, 

Le  travail  de  memo ire  est,  sans  doute,   recommendable ;    cependant,   dans  certaines 
circonstances,  le  chanteur  ou  le  professeur  doivent  se  rendre  aux  repetitions  ou 
aux  logons  sans  avoir  eu  la  possibility  de  faire,   au  prealable,  le  dechiffrage 
necessaire, 

A  l'houre  actuelle,  les  besoins  specifiques  des  choristes  et  ceux  du  directeur 
impliquont  la  necessity  de  modes  de  transcription  differents;   il  serait  pourtant 
souhai table  de   trouver  un  systeme  qui  puisse  convenir  autant  a  l'un  qu'aux  autres* 

Les  modeles  presenters  ici  ne  sont  pas  decrits  on  details;,  toutefois,   ils  demontrent 
suffisamment  leurs  caracteristiques  particulibres  et  leur  valeur  relative,     Dans 
certains  de  ces  exemples,   los  me sure s  sont  numero  tees;    dans  d* autres,  la  pagination 
en  noir  est  indiquee;   les  deux  procedes  sont  adaptables  a  tous  les  systemes» 

Tableau  des  Signes  Speciaux 

Paroles t     points  5-6>  2~3» 
Musique:     points  6,  3« 
Parole  intercalee:     point  3« 
Barre  de  mesure:     points  1-2-3, 
Unisson:     points  1-2-3, 
Soprano:     points  3-^5>   2-3-4,  3, 
Alto:     points  3-^5,  1,  3« 
Tenor:     points  3-^-5 1  2-3-4-5,  3, 
Basse:     points  3-^-5 >  1-2,  3, 

Un  chiffre  place  dans  la  marge  de  gauche  indique  le  numero  da  la  mesure  calcule* 
depuis  le  debut  de  la  composition, 

Trois  chiff res  en  marge  gauche  indiquent  respectivement  le  numero   de  la  page  en 
noir,   celui  de  la  portee  et  celui  de  la  mesure  sur  cotte  portee. 


Example  1   Parallel  Disposition,   (Braille  page  5) 
Line  over  line. 
Ligne  sur  ligne, 

"Beau  Soirtt  Debussy 

Example  2   Parallel  Disposition,   (3raille  page  6) 
Chorus,  "bar  over  bar, 
(Jhoeur,  me  sure  sur  me  sure, 

"Jubilate  Deo"  Mozart 

Example  3   Parallel  Disposition,   (Braille  page  7) 
Hymn,  bar  over  bar* 
Hymne,  me sure  sur  me  sure, 

"Stabat  Mater"  Tartini 

Example  k      Parallel  Disposition,   (Braille  page  8) 
German  Choral,  note  Over  note. 
Choral  Allemand,  note  sur  note, 

"Er  Eerr  ist  mein  getreuer  Kirt"  Karl  Banner 

Example  5   Alternate  Disposition,  (Braille  pages  9>  10) 
Page  by  page, 
page  par  page. 

"Elegie"  Massenet 

Example  6      Alternate  Disposition,      (Braille  page  11) 
Phrase  over  phrase, 
phrase  sur  phrase* 

"Habanera  (extrait)  opera  Carmen"     Bizet 

Example  7       Alternate  Disposition,      (Braille  page  12) 
Word  and  note  alternation. 
Paroles  et  musique  intercalees, 

"Dans  le  Bois  Fleuri"       Gustave  Dorot 

Example  8      Alternate  Disposition,      (Braille  page  13) 
Vertical  division  of  page,   line  by  line. 
Division  verticale  de  la  page,  ligne  par  ligne, 
Hpanis  Angelicus"     Cesar  Eranck 

Example  9       Short  Score  for  the  Choirmaster^  vertical  score.      (3raille  page  1^) 
partition  condensee  pour  le  chef^   transcription  verticale* 
"Song  of  Fate"     Johannes  Brahms 

Example  10       Short  Score  for  the  Choirmaster,  male  and  female  voices  bar  by  bar 

(3raille  page  15) 
Partition  condensee  pour  le  chef,   les  voix  d'homme  et  les  voix  de  femme,  mesure 

par  mesure, 

"Madrigal  from  the  Triumphs  of  Oriana"     John  Bennet 

Example  11       Short  Score   for  the  Choirmaster,  male  and  female      (Braille  page  16) 

voices  bar  over  bar, 
Pnrtition  condensee  pour  le  chef,   les  voix  d'homme  et  les  voix  de  femme, 

mesure  sur  mesure, 
"Morning  Song  (Morgengesang)"     Johannes  Brahms 


DISPOSITION  OP  THE  MUSICAL  TEXT 

(Proposed  "by  the  Canadian  Pre-Conference  Committee) 
I.  Characteristics 

Since  it  is  particularly  difficult  to  combine  in  a  single  style  all  the  advantages 
of  the  proper  method  for  the  setting  out  of  a  musical  score  in  "braille,  one  must 
discriminate  between  the  essential  characteristics  and  those  of  a  secondary 
importance,  in  order  that  the  former,  at  least,  be  retained.  The  essential 
characteristics  are  those  which  can  provide  the  greatest  facility  for  memorizing, 
teaching  or  simply  reading  the  music  They  are  as  follows: 

1»  Possibility  of  reading  easily  and  separately  each  part  of  an  instrumental  or 
vocal  ensemble; 

2,  Possibility  of  establishing  easily  the  relationship  between  the  different  parts; 

3»  The  division  of  the  text  into  musical  phrases* 

The  secondary  features  are: 

1*  Economy  of  space  and  material} 

2»  Convenience  of  the  sheet  size; 

3*  Facility  in  transcribing. 

******* 

Two  memorizing  methods  have  been  discussed  and  are  still  the  subject  of  much  dis- 
cussion: One  claims  that  each  part  of  a  musical  score  should  ho  read  separately; 
the  other  maintains  that  the  whole  score  should  be  considered  at  once.  There  could 
be  no  question  of  solving  this  problem  here.  It  is  certain,  however,  that  each 
method  could  be  used  successively,  depending  on  the  type  of  music.  In  certain 
cases,  both  of  them  could  even  bo  applied  jointly,  although  at  varying  degrees. 
In  our  efforts  to  discover  an  adequate  system  for  the  sotting  out  of  the  musical 
score  in  braille,  these  tiro  methods  must  he  taken  into  consideration. 

Separate  Part  Heading.  —-Separate  part  reading  enables  the  reader  to  grasp  more 
easily  the  melodic  line  or  the  continuous  movement  of  a  passage  and  to  estimate  more 
rapidly  the  regularity  of  a  musical  phrase.  It  facilitates  reference  to  a  for- 
gotten detail  or  fragment.  It  enables  the  teacher  to  follow— at  a  reasonable  pace— - 
the  text  of  a  musical  work  while  it  is  "being  performed  by  the  pupil.  Because  of  the 
constant  need  of  all  the  advantages  described  above,  the  possibility  of  reading  each 
part  separately  is  the  main  characteristic  of  an  ideal  method. 

Alignment  of  Parts. — Musical  transcriptions  of  the  future  should  resort  to  practical 
means  by  which  relationship  between  parts  could  be  established  without  dotrimont 
to  the  separate  reading  of  one  part.  Undoubtedly,  this  need  is  not  always  obvious: 
Certain  musicians,  moro  giftod  than  others,  will  more  readily  feel  the  concordance 
of  the  text;  in  certain  typos  of  music,  particularly  melodic  end  easy  to  remember, 
a  successive  reading  of  the  parts  is  sufficient  to  realizo  their  concordance.  But 
in  many  cases,  the  musical  thought  is  grasped  only  v/hen  all  tho  parts  are  con- 
sidered as  a  whole;  otherwise,  frequent  shifting  from  one  part  to  the  othors  is 
necessary. 


Disposition  of  the  Musical  Text  2 

In  teaching,  while  the  instructor  is  reading  one  part,  ho  may  wish  to  look  over  some 
details  in  the  other  parts.  This  is  also  true  of  the  leader  of  a  vocal  or 
instrumental  ensemble.  Finally,  frequent  and  easy  landmarks  are  of  absolute 
necessity  in  roading  the  music  without  memorizing.  The  lack  of  practical  means  for 
comparing  the  various  elements  of  a  musical  score  exerts  a  tension,  sometimes  acute, 
and  results  in  a  loss  of  time,  often  considerable:  This  must  he  rectified. 

Division  into  Phrases, —The  sectioning  of  a  musical  text  into  phrases  is  holpful, 
not  only  for  memorizing,  "but  also  whenever  it  is  necessary  to  locate  a  eortain  place 
in  a  composition,  V/hilo  memorizing,  the  musician  needs  sometimes  to  perform  on  his 
instrument  the  passage  he  has  just  learned  in  order  to  impress  on  his  memory;  tho 
sectioning  of  the  text  offers  him  the  two  advantages  of  pointing  out  where  he  should 
interrupt  his  reading  and  from  where  he  should  proceed  v/ith  it.  Moreover,  tho 
facility  v/ith  which  a  musician  can  memorizo  is  proportionate  to  his  understanding  of 
the  thematic  structure  and  the  logical  divisions  of  a  composition*  In  giving  a 
somewhat  graphic  form  to  the  phraseological  plan  of  a  musical  work  in  underlining 
the  "beginning  of  a  theme  or  of  one  of  its  elements,  the  commencement  of  a  passage 
to  "bo  transposed  or  of  its  transposition,  the  first  notes  of  a  new  key,  etc,,  the 
braille  edition  facilitates  such  analytical  wdrk  and  thereby  renders  its  users  a 
service  of  incalculable  value.  The  sectioning  of  the  text  is  one  of  the  most 
ingenious  devices  of  the  braille  music  notation:  It  is  indispensable. 

These  are,  may  we  repeat,  tho  throo  main  features  which  should,  and  which  can  be 
combined  into  a  single  method.  As  for  the  others,  wo  recognize  indeed  their 
importance,  but  they  should  be  overlooked,  at  least  partially,  if  they  arc 
incompatible  with  the  essential  characteristics  mentioned  above. 

Secondary  Characteristics.— 'Undoubtedly,  braille  should  cover  the  minimum  of  spaco 
and  use  the  least  possible  material:  It  is  already  bulky  enough  and  its  production 
rather  expensive.  More  important  still:  In  allowing  the  fingers  to  cover  less 
space,  a  relatively  compact  text  is  easier  to  read.  However,  this  economy  of  means 
must  not  bo  realized  to  the  detriment  of  the  essential  characteristics. 

On  the  other  hand,  one  may  prefer  a  certain  sheet  sizo  for  general  purposes;  but, 
where  music  is  concerned,  the  choico  of  the  format  must  bo  conditioned  by  the 
choice  of  tho  method, 

Finally,  the  difficulties  of  transcribing  inherent  in  a  system  must  not  be  an 
obstaclo  to  the  adoption  of  a  method  if  it  proves  to  bo  ideal  for  the  reader;  tho 
additional  time  and  effort  contributed  by  the  transcribers—  alw ays  so  devoted — 
would  be  amply  compensated  by  the  satisfaction  of  having  secured  for  the  students, 
the  teachers,  and  all  tho  musicians  a  considerable  oconomy  of  energy  and  of  several 
thousand  hours  of  tedious  v/ork. 

Of  course,  this  applies  to  braillo  printed  music.  Hand-writing  requires  the  use  of 

the  simplost  and  most  rapid  moans  oven  if  tho  resulting  transcriptions  are  not 

always  completely  satisfactory.  On  tho  contrary,  tho  mechanical  reproduction  of 

several  copios  in  a  few  hours  justifies,  when  noccssary,  the  additional  caro  and 

time  spent  on  the  preparation  of  tho  original  plate  where  tho  music  is  sot  out  under 

Idoal  conditions  for  the  reader.   It  would  be  indeed  unfortunate  if,  because  of  the 

requirements ,  of  handwriting,  wo  would  deprivo  musicians  of  all  the  advantages  of 

stereo  typed  music.  For  a  manuscript,  generally  of  personal  usage,  anyone  can  choose 

his  own  preferred  system,  But  the  particular  problems  of  hand-writing  should 

certainly  havo  no  influence  whatsoever  upon  the  choico  of  a  system  designed  for 

printed  transcciptions  of  world-wido  circulation* 

*  ******* 


. 
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Hon©  of  the  present  systems  contains  all  the  essential  characteristics  mentioned 
above. 

•jhe  paragraph  method  is  certainly  the  most  appropriate  for  separate  part  reading. 
On  the  other  hand,  it  renders  simultaneous  reading  impossible  every  time  some  of  the 
parts  are  written  on  the  back  side  of  the  sheet.  In  order  to  facilitate  the 
alignment  of  parts,  some  progress  indeed  has  gradually  been  made  by  sectioning  the 
text  more  frequently;  but,  for  certain  complicated  music,  and  for  all  the  music 
written  for  several  parts,  those  landmarks  are  not  sufficiently  practical.  Moreover, 
the  sections  being  more  numerous,  it  is  henceforth  difficult  to  identify  the  actual 
musical  phrases. 

The  bar  by  bar  method  designed  to  rectify  those  shortcomings,  has  destroyed  one  of 
the  most  precious  qualities  of  the  paragraph  system:  Separate  part  reading  has 
become  extremely  difficult  due  to  the  necessity  of  constantly  skipping  over  tho 
other  parts, 

With  bar  over  bar,  this  inconvenience  disappears  but  others  prevail.  It  eliminates 
all  means  of  easily  recognizing  the  beginning  of  a  musical  phrase.  Heading  is 
rendered  cumbersome  by  the  addition  of  several  signs:  Measure-numbers  at  the 
beginning  of  each  group,  signs  designating  tho  parts  at  the  beginning  of  each  line, 
octave  marks  and  doubling  of  signs  (staccatos,  intervals,  etc.)  bofore  each  measure. 
The  distance  between  lines  and  long  spaces  between  measures,  whole  lines  completely 
blank,  and  especially,  the  remaining  fragments  of  a  measure  exceeding  the  line  and 
carried  over  into  the  beginning  of  the  corresponding  lino  in  only  one  part,  all  this 
results  in  a  slower  and  uncomfortable  roading.  In  addition,  this  method  deprives 
tho  musician  of  some  very  useful  devices  when,  in  one  part,  whole  rests  representing 
a  certain  number  of  silent  measures  must  be  separated  and  repeated,  when  repeat 
signs  appearing  more  than  throe  times  must  be  written  out  each  time,  and  when  a 
passage  which  could  be  indicated  by  a  partial  repeat  must  bo  rewritten  or  that 
repeat  must  be  subdivided, 

Finally*  the  "disposition  by  division  of  page",  described  in  the  "Braille  Music 
notation"  of  1929>  where  it  frankly  admits  its  own  limitations,  presents  tho 
inconvenience  of  being  applicable  only  in  two-part  music,  and  has  the  weakness  of 
basing  its  landmarks  on  the  staves  rather  than  on  tho  requirements  of  the  musical 
text, 

With  a  view  to  securing  the  threefold  aim  discussed  earlier,  and  after  extensive 
study  of  the  subject,  the  Canadian  Pro-Confer once  Committee  has  developed  two  new 
methods  of  scoring  music  in  braille.  At  the  present  time,  we  are  still  unablo  to 
express  a  preference  for  either  one  or  the  other  of  the  two  systems,  we  therefore 
submit  them  both  to  the  attention  of  the  delegates, 

Tho  first  of  these  two  mothods  will  bo  roadily  recognized  as  a  new  version  of  tho 
system  developed  by  Mr,  Remi  Clavers  in  1929»  The  socond  is  a  modification  of  tho 
bar  over  bar  method, 

II,  Disposition  by  Division  of  Page 

1,  This  plan  consists  in  presenting  on  the  same  page  under  the  text  of  one  part  tho 
corresponding  text  of  the  other  part, 

2.  numerals,  placed  in  the  left-hand  margin,  serve  as  landmarks  to  facilitate  tho 
concordance  of  tho  text.   These  numorals  are  formed  of  points  1-2-4-5  and  each  of 
them  indicates  the  number  of  a  measure  reckoned  from  the  boginning  of  the  composition. 
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Those  numbers  are  written  in  the  first  and  second  cells  (see  Ho,  3  below);  the  signs 
designating  the  parts  are  written  in  the  second  and  third  cells  (see  Ho,  6  below); 
and  the  musical  text  starts  in  tho  fourth  cell,  except  at  the  commencement  of  phrases, 
when  it  begins  in  tho  sixth, 

3«  Marginal  measure— numbers  always  take  two  cells*  From  1  to  9  they  are  preceded 
by  tho  numeral  sign.  From  10  to  99  they  aro  written  without  the  numeral  sign.  From 
100  tho  first  measure-number  appears  in  full  at  the  top  of  the  page  and  only  the  last 
two  figures  are  written  in  the  margin, 

J+,  Measure  numbering  is  based  on  phrasing  and  on  tho  length  of  tho  measures,  A 
section  should  take  no  more  than  four  or  five  lines,  and  should  contain  no  more  than 
four  to  six  measures  of  actual  musical  text  (not  counting  partial  repeats),  When 
measures  are  particularly  long  and  complicated,  it  is  better  to  number  each  one  of 
them, 

5»  Additional  measure-numbers  can  be  inserted  during  the  course  of  the  musical 
text.  They  are  written  every  second  measure  and  they  occupy  tho  lower  part  of  the 
cell.  In  numerals  requiring  two  figures  or  more,  only  the  last  one  is  written,  the 
main  marginal  indication  being  sufficient  to  determine  the  actual  interpretation, 
l?o,  7>  however,  must  be  followed  by  dot  three,  after  which  no  space  is  required, 

6,  At  the  beginning  of  a  composition,  it  is  not  necessary  to  number  the  first 
measure;  instead,  the  sign  designating  the  part  reserved  for  each  division  of  the 
page  is  written*   From  the  second  page  on,  it  is  no  more  necessary  to  designate 
the  part  occupying  tho  upper  fraction  of  the  page.  Finally,  it  would  be  superfluous 
to  number  tho  measure  at  the  beginning  of  the  lower  fractions!  The  measure-number 
appearing  at  the  beginning  of  the  upper  fraction  is  used  as  a  general  indication 
for  all  the  other  fractions,  and  the  signs  designating  the  lower  parts  are  sufficient 
as  landmarks, 

?•  For  the  setting  out  in  page  division  of  a  score  comprising  several  parts,  the 
following  rules  must  be  observed: 

A,  A  preliminary  draft  must  first  be  prepared,  each  part  being  written  on  a 
separate  sheet, 

B,  In  order  to  determine  exactly  the  number  of  measures  itfhich  may  bo  embossed 
in  one  page  containing  all  the  parts,  an  approximate  estimate  must  be  made 
of  tho  point  where  this  page  could  end* 

C,  In  all  parts,  this  point  is  then  pencil  marked  with  its  appropriate 
moasuro-number.   In  order  to  indicate  only  tho  complete  or  completed 
measure  in  a  considered  line,  this  numeral  must  be  placed  at  the  end  of 
the  measure.  It  must  be  .accompanied  by  the  number  of  the  braille  line 
counted  from  the  beginning  of  the  page  to  be  reproduced, 

D,  Finally,  the  number  of  lines  used  up  by  the  various  parts  for  a  certain 
numbor  of  measures  is  added  up  until  this  sum  gets  as  close  as  possible 
to  tho  number  of  lines  available  for  the  final  copy, 

E,  If  space  is  still  available,  the  same  procedure  must  be  applied  to  tho 
counts  of  that  last  measure,  too  long  to  bo  completely  contained  in  tho 
page. 
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Hero  are  combined  in  one  single  method  the  threo  main  characteristics.  Furthermore, 
the  sectioning  of  the  text  and  separate  part  reading  have  "been  considerably  improved 
and  arc  "brought  up  to  a  degree  of  perfection  -unknown  until  nov;,  even  in  the  original 
paragraph  system. 

With  this  method,  in  easy  music  or  in  music  of  medium  difficulty,  indentations  will 
occur  only  at  the  beginning  of  actual  musical  phrases,  while  their  subdivisions  will 
bo  sufficiently  indicated  by  marginal  numbers.  Thus,  the  musician  will  be  able  to' 
read  a  separate  part  moro  fluently,  even  in  the  course  of  a  phrase;  ho  will  proceed 
from  one  phrase  to  another  without  skipping  over  several  parts;  and  in  changing 
page,  ho  will  easily  find  his  way  because  of  the  invariable  order  of  tho  parts  in 
the  page,  llotice  that  marginal  numbers  v/ill  not  interfere  with  fluent  reading  since 
they  are  separated  from  the  text  by  one  space. 

In  setting  out  all  the  parts  on  the  same  page,  it  is  possible  to  read  at  least  two 
parts  simultaneously;  better  still,  the  distance  between  the  two  hands  of  the  reader 
renders  this  reading  even  easier,  finally,  tho  beginning  of  page  divisions,  the 
indentations,  the  marginal  numbers  and  those  encountered  in  the  text  itself 
constitute  sufficient  landmarks  for  establishing  easily  the  concordance  of  the  parts. 

ILLUSTRATIONS 

Sonatine  V, 

Op.  55 t   Uo.  2 

Fr.  Kuhlau 

(Sraille  pages  21,  22,  23) 

preludes  pour  Piano 

Gabriel  Faure 

I*  en  re  bemol 

(Braille  pages  2^  25,  26) 

Cantilena  Anglica  Fortunao 

Variations  on  the  Old  English  Song  "Fortuna  My  Foe" 

Samuel  Scheldt 

(3raille  pages  27,  28) 


Praoludiun 
Antonio  Vivaldi 
(Braille  pages  29,  30) 


III.  Parallel  Disposition 


1.  Generally,  the  parallel  disposition  consists  in  presenting,  in  the  order  of  tho 
score,  one  braille  line  for  each  of  tho  elements  of  which  this  score  is  composed. 
The  several  parts  of  an  instrumental  or  vocal  ensemble  must  not  necessarily  present 
the  beginning  of  each  measure  in  the  same  vertical  space;  it  is  sufficient  that  all 
the  lines  of  a  parallel  thus  formed  begin  on  the  same  count  of  the  same  measure. 

2.  Whon  a  measure  exceeds  the  line,  the  remaining  fragment  is  carried  over  to  the 
next  parallel,  and  the  measure  must  bo  broken  off  at  tho  same  place  in  all  parts. 

3»  At  the  beginning  of  oach  line  stands  tho  sign  designating  the  part  to  which  this 
lino  is  affected.  This  sign  is  always  written  in  the  third  and  fourth  cell. 
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4,     The  measures  "being  numbered,  the  numerals  always  take  two  cells,  and  they  stand 
in  the  left-hand  margin  before  the  first  line  of  every  parallel.     Numerals  using  a 
single  sign  occupy  the  second  cell;    those  requiring  the  numeral  sign  followed  by 
two  figures  necessarily  take  three  cells,  but  then,   the  first  half  of  the  sign 
designating  the  upper  part  is  omitted;    finally,  all  the  numbers  above  100  are  placed 
outside  the  text,  at  the   top  of  the  page,   and  only  the  last  two  figures  appear  in 
the  margin. 

5»     In  all  parts,   the   first  note  of  each  parallel  is  always  written  with  its  octave 
mark, 

6«     Unabbreviated  indications  of  movement,   expression  or  interpretation  aro  written 
on  a  separate  line,     l/hen  they  are  intended  for  all  parts,   such  instructions  are 
placed  above  the  parallel  and  they  begin  in  the  Second  cell;   otherwise  they  are 
written  on  the  line  of  the  part  whieh  they  affect, 

7»     Contrary  to  the  rule  stated  in  paragraph  1,  more  than  one  line  for  the  same  part 
can  be  written  in  one  parallel  when  one  part  is  represented  by  rests  or  repeat  signs 
corresponding  to  more  than  one  line  in  the  other  parts  (see  example  1  and  2  below); 
or  else,  when  a  measure  cannot  be  properly  divided  (see  example  3)»   and,  finally 
when  an  indication  of  movement,  expression  or  interpretation  takes  one  line   (see 
example  k).     These  additional  lines  are  not  preceded  by  either  the  measure-number 
or  the  sign  designating  the  part,  but  they  always  begin,  like   the  remainder  of  the 
musical  text,   in  the  fifth  cell.     The  first  note  of  an  additional  line  is  not 
necessarily  written  with  its  octave  mark. 

To  warn  the  reader  that  a  part  is  "being  continued  in  the  same  parallel,  the  sign 
*J~ 6  is  written  at  the  end  of  the  line,   after  a  complete  measure,  and  the  ordinary 
music-hyphen  is  replaced  by  the  sign  5-6, 


The  proximity  of  parts,  which  is  the  main  feature  of  this  method,   is  certainly  the 
ideal  condition  for  a  perfect  alignment.      Indeed,   separate  part  reading  is  somev/hat 
slo\</er,  but  it  is  still  satisfactory.     Finally,  after  a  little  practice,  it  should 
be  easy  to   recognize  the  beginning  of  phrases,  identified  by  means  of  the  numeral 
sign. 


ILLUSTRATIONS 

Ex.  1»       Fugue  XV* 
(Clavecin  Bien  Tempere) 
J*  S.  Bach 
(Braille  page  35) 

Ex.  2#       Le  petit  ane  "blanc. 
Jacques  Ihert 
(Braille  page  35) 

Ex.  3.       Etude,  op.  755 >  No.  *3 

Czeray 

(Braille  page  36) 

Exi  ^.       Prelude  b.  l'apres-midi  d»un  faune 
Claude  Dehussy 
(Braille  page  36) 

Sonatine  V# 

0p»  55 *  No.  2 

Pr.  Kuhlau. 

(Braille  pages  37,  38,  39,  ^0) 

Preludes  pour  Piano 
Gabriel  Faure* 
I.     En  re  "bemol 
(Braille  pages  AO,  *fl,  ^2) 

Cantilena  Anglica  Portunae 

Variations  on  the  Old  English  Song  "Portuna  My  Foow 

Samuel  Scheldt 

(Braille  pages  ^3,  ^,  ^5) 

Praoludium 
Antonio  Vivaldi. 
Violin:     >-6,  yM-5 
(Braille  pages  ^5,  ^6,  ^-7). 
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DISPOSITION  OP  THE  MUSICAL  TEXT 

(proposed  "by  the  Canadian  Pre-Conference  Committee) 
I.  Characteristics 

Since  it  is  particularly  difficult  to  combine  in  a  single  style  all  the  advantages 
of  the  proper  method  for  the  setting  out  of  a  musical  score  in  "braille,  one  must 
discriminate  between  the  essential  characteristics  and  those  of  a  secondary 
importance,  in  order  that  the  former,  at  least,  he  retained.  The  essential 
characteristics  are  those  which  can  provide  the  greatest  facility  for  memorizing, 
teaching  or  simply  reading  the  music  They  are  as  follows: 

1*  Possibility  of  reading  easily  and  separately  each  part  of  an  instrumental  or 
vocal  ensemble j 

2.  Possibility  of  establishing  easily  the  relationship  between  the  different  parts; 

3»  The  division  of  the  text  into  musical  phrases* 

The  secondary  features  are: 

1.  Economy  of  space  and  material; 

2f  Convenience  of  the  sheet  size; 

3«  Facility  in  transcribing* 

******* 

Two  memorizing  methods  have  been  discussed  and  are  still  the  subject  of  much  dis- 
cussion: One  claims  that  each  part  of  a  musical  score  should  be  read  separately; 
the  other  maintains  that  the  whole  score  should  be  considered  at  once.  There  could 
be  no  question  of  solving  this  problem  here.  It  is  certain,  however,  that  each 
method  could  be  used  successively,  depending  on  the  type  of  music.  In  certain 
cases,  both  of  them  could  even  be  applied  jointly,  although  at  varying  degrees. 
In  our  efforts  to  discover  an  adequate  system  for  the  setting  out  of  the  musical 
score  in  braille,  these  two  methods  must  be  taken  into  consideration. 

Separate  Part  Reading. — Separate  part  reading  enables  the  reader  to  grasp  more 
easily  the  melodic  line  or  the  continuous  movement  of  a  passage  and  to  estimate  more 
rapidly  the  regularity  of  a  musical  phrase.  It  facilitates  reference  to  a  for- 
gotten detail  or  fragment.  It  enables  the  teacher  to  follow— at  a  reasonable  pace— 
the  text  of  a  musical  work  while  it  is  being  performed  by  the  pupil.  Because  of  the 
constant  need  of  all  the  advantages  described  above,  the  possibility  of  reading  each 
part  separately  is  the  main  characteristic  of  an  ideal  method. 

Alignment  of  Parts. — Musical  transcriptions  of  the  future  should  resort  to  practical 
means  by  which  relationship  between  parts  could  be  established  without  dotriment 
to  the  separate  reading  of  one  part.  Undoubtedly,  this  need  is  not  always  obvious: 
Certain  musicians,  moro  gifted  than  others,  will  more  readily  feel  the  concordance 
of  the  text;  in  certain  types  of  music,  particularly  melodic  and  easy  to  remember, 
a  successive  reading  of  the  parts  is  sufficient  to  realizo  their  concordance.  But 
in  many  cases,  the  musical  thought  is  grasped  only  when  all  the  parts  are  con- 
sidered as  a  v/hole;  otherwise,  frequent  shifting  from  one  part  to  the  othors  is 
necessary. 


■.* 
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In  teaching,  while  the  instructor  is  reading  one  part,  he  may  wish  to  look  ovor  some 
details  in  the  other  parts.     This  is  also  true  of  the  loader  of  a  vocal  or 
instrumental  ensomblc.     Finally,  frequent  and  easy  landmarks  are  of  absolute 
necessity  in  reading  the  music  without  memorizing.     The  lack  of  practical  means  for 
comparing  the  various  elements  of  a  musical  score  exerts  a  tension,   sometimes  acute, 
and  results  in  a  loss  of  time,  often  considerable:     This  must  he  rectified. 

Division  into  Phrases,— The  sectioning  of  a  musical  text  into  phrases  is  helpful, 
not  only  for  memorizing,  "but  also  whenever  it  is  necessary  to  locate  a  cortain  place 
in  a  composition,     V/hilo  memorizing,   tho  musician  needs  sometimes  to  perform  on  his 
instrument  the  passage  he  has  just  learned  in  order  to   impress  on  his  memory;    tho 
sectioning  of  the  text  offers  him  the  two  advantages  of  pointing  out  where  he  should 
interrupt  his  reading  and  from  whero  he  should  proceed  with  it.     Moreover,   tho 
facility  with  which  a  musician  can  memorize  is  proportionate  to  his  understanding  of 
the  thematic  structure  and  the  logical  divisions  of  a  composition.     In  giving  a 
somewhat  graphic  form  to   the  phrasoo logical  plan  of  a  musical  work  in  underlining 
the  beginning  of  a  theme  or  of  one  of  its  elements,  tho  commencement  of  a  passage 
to  ho  transposed  or  of  its  transposition,   the  first  notes  of  a  new  key,  etc,,   tho 
braille  edition  facilitates  such  analytical  work  and  thereby  renders  its  users  a 
service  of  incalculable  value.     The  sectioning  of  the  toxt  is  one  of  the  most 
ingenious  devices  of  the  braille  musie  notation:     It  is  indispensable. 

These  are,  may  we  repeat,   tho  throo  main  features  which  should,  and  which  can  bo 
combined  into  a  single  method*     As  for  the  others,  we  recognize  indeed  their 
importance,  but  they  should  be  overlooked,  at  least  partially,   if  they  arc 
incompatible  with  the  ossential  characteristics  mentioned  abovoi 

Soeondary  Characteristics.— •Undoubtedly,  braille  should  cover  the  minimum  of  spaco 
and  use  the  least  possible  material:     It  is  already  bulky  enough  and  its  production 
rather  expensive.     More  important  still:     In  allowing  the  fingers   to  cover  less 
space,  a  relatively  compact   text  is  easier  to  read.     However,   this  economy  of  means 
must  not  bo  realized  to   the  dotriment  of  tho  essential  characteristics. 

On  the   other  hand,   one  may  prefer  a  cortain  sheet  size  for  general  purposes;  but, 
where  music  is  concerned,    the  choice  of  the  format  must  bo  conditioned  by  the 
choice  of  the  method, 

Finally,    the  difficulties  of  transcribing  inherent  in  a  system  must  not  be  an 
obstacle  to  the  adoption  of  a  method  if  it  proves  to  be  ideal  for  the  reader;    tho 
additional  time  and  effort  contributed  by  the  transcribers— always  so   devoted — 
would  be  amply  compensated  by  the  satisfaction  of  having  secured  for  the  students, 
the  teachers,   and  all   the  musicians  a  considerable  oconomy  of  energy  and  of  several 
thousand  hours  of  tedious  work. 

Of  course,    this  applies  to  braillo  printed  music.     Hand-writing  requires  tho  use  of 
tho  simplost  and  most  rapid  moans  oven  if  tho  resulting  transcriptions  aro  not 
always  completely  satisfactory.     On  tho  contrary,   tho  mechanical  reproduction  of 
several  copies  in  a  few  hours  justifies,  when  necessary,   the  additional  care  and 
time  spent  on  the  preparation  of  tho  original  plate  whero  the  music  is  sot  out  under 
ldoal  conditions  for  the  reader.     It  would  be  indeed  unfortunate  if,  because  of  the 
roqulrcmonts ,  of  hand*- writing,  wo  would  doprivo  musicians  of  all  the  advantages  of 
storco typed  music.     For  a  manuscript,   gcnorally  of  personal  usage,  anyone  can  chooso 
his  ovm  prefcrrod  system,     But  the  particular  problems  of  hand-writing  should 
certainly  havo  no   influonco  whatsoever  upon  tho  choico  of  a  system  designed  for 

printed  tfanseciptions  of  world-wido  circulation. 

*     ******* 
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None  of  the  present  systems  contains  all  the  essential  characteristics  mentioned 
above, 

•The  paragraph  method  is  certainly  the  most  appropriate  for  separate  part  reading. 
On  the  other  hand,  it  renders  simultaneous  reading  impossible  every  time  some  of  the 
parts  are  written  on  the  hack  side  of  the  sheet.  In  order  to  facilitate  the 
alignment  of  parts,  some  progress  indeed  has  gradually  been  made  by  sectioning  the 
text  more  frequently;  but,  for  certain  complicated  music,  and  for  all  the  music 
written  for  several  parts,  those  landmarks  are  not  sufficiently  practical.  Moreover, 
the  sections  being  more  numerous,  it  is  henceforth  difficult  to  identify  the  actual 
musical  phrases. 

The  bar  by  bar  method  designed  to  rectify  those  shortcomings,  has  destroyed  one  of 
the  most  precious  qualities  of  the  paragraph  system:  Separate  part  roading  has 
become  extremely  difficult  due  to  the  necessity  of  constantly  skipping  over  the 
other  parts* 

With  bar  over  bar,  this  inconvenience  disappears  but  others  prevail.  It  eliminates 
all  means  of  easily  recognizing  the  beginning  of  a  musical  phrase.  Reading  is 
rendered  cumbersome  by  the  addition  of  several  signs:  Measure-numbers  at  the 
beginning  of  each  group,  signs  designating  the  parts  at  the  beginning  of  each  line, 
octave  marks  and  doubling  of  signs  (staccatos,  intervals,  etc.)  before  each  measure. 
The  distance  between  lines  and  long  spaces  between  measures,  v/holo  lines  completely 
blank,  and  especially,  the  remaining  fragments  of  a  measure  exceeding  the  line  and 
carried  over  into  the  beginning  of  the  corresponding  line  in  only  one  part,  all  this 
results  in  a  slower  and  uncomfortable  roading.  In  addition,  this  method  deprives 
tho  musician  of  some  very  useful  dovices  when,  in  one  part,  whole  rests  representing 
a  certain  number  of  silent  measures  must  be  separated  and  repealed,  when  repeat 
signs  appearing  more  than  three  times  must  be  written  out  each  time,  and  when  a 
passage  which  could  be  indicated  by  a  partial  repeat  must  bo  rewritten  or  that 
repeat  must  be  subdivided, 

Finally,  the  "disposition  by  division  of  page",  described  in  the  "Braille  Husic 
notation"  of  1929>  whore  it  frankly  admits  its  own  limitations,  presents  tho 
inconvenience  of  being  applicable  only  in  two-part  music,  and  has  the  weakness  of 
basing  its  landmarks  on  the  staves  rather  than  on  the  requirements  of  the  musical 
text. 

With  a  view  to  securing  the  threefold  aim  discussed  earlier,  and  after  extensive 
study  of  the  subject %   tho  Canadian  P re-Conference  Committee  has  developed  two  now 
methods  of  scoring  music  in  braille.  At  the  present  time,  wc  are  still  unablo  to 
express  a  preference  for  either  one  or  the  other  of  the  two  systems,  we  therefore 
submit  thorn  both  to  the  attention  of  the  delegates. 

The  first  of  those  two  mothods  will  be  roadily  recognized  as  a  now  version  of  tho 
system  developed  by  Mr.  Remi  Clavers  in  1929«  Th°  second  is  a  modification  of  tho 
bar  over  bar  method, 

II,  Disposition  by  Division  of  Page 

1,  This  plan  consists  in  presenting  on  the  samo  page  under  the  text  of  one  part  tho 
corresponding  text  of  the  other  part, 

2.  numerals,  placed  in  the  left-hand  margin,  serve  as  landmarks  to  facilitate  tho 
concordance  of  tho  text.   These  numorals  are  formed  of  points  1-2-4-5  and  each  of 
them  indicatos  the  number  of  a  measure  reckoned  from  the  beginning  of  the  composition. 
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These  numbers  are  written  in  the  first  and  second  cells  (see  No,  3  "below);  the  signs 
designating  the  parts  are  written  in  the  second  and  third  cells  (see  ITo.  6  below); 
and  the  musical  text  starts  in  the  fourth  cell,  except  at  the  commencement  of  phrases* 
when  it  "begins  in  the  sixth, 

3«  Marginal  measure— numbers  always  take  two  cells.  From  1  to  9  they  are  preceded 
by  tho  numeral  sign.  From  10  to  99  they  aro  written  without  the  numeral  sign.  From 
100  the  first  measure-number  appears  in  full  at  the  top  of  the  page  and  only  the  last 
two  figures  are  written  in  the  margin, 

4,  Measure  numbering  is  based  on  phrasing  and  on  the  length  of  tho  measures,  A 
section  should  take  no  more  than  four  or  five  lines,  and  should  contain  no  more  than 
four  to  six  measures  of  actual  musical  text  (not  counting  partial  repeats),  V/hen 
measures  are  particularly  long  and  complico.ted,  it  is  better  to  number  each  one  of 
them* 

5»  Additional  measure-numbers  can  he  inserted  during  the  course  of  tho  musical 
text*  They  are  written  every  second  measure  and  they  occupy  tho  lower  part  of  the 
cell*  In  numerals  requiring  two  figures  or  more,  only  the  last  one  is  written,  the 
main  marginal  indication  "being  sufficient  to  determine  the  actual  interpretation, 
ITo,  7>  however,  must  be  followed  by  dot  three,  after  which  no  space  is  required, 

6,  At  the  beginning  of  a  composition*  it  is  not  necessary  to  number  the  first 
measure;  instead,  the  sign  designating  the  part  reserved  for  each  division  of  the 
page  is  written.   From  the  second  page  on,  it  is  no  more  nocessary  to  designate 
the  part  occupying  the  upper  fractioh  of  the  pago.  Finally,  it  would  be  superfluous 
to  number  tho  measure  at  tho  "beginning  of  the  lower  fractions:  The  measure-number 
appearing  at  the  beginning  of  the  upper  fraction  is  used  as  a  general  indication 
for  all  the  other  fractions,  and  the  signs  designating  the  lower  parts  are  sufficient 
as  landmarks, 

7«  For  the  sotting  out  in  page  division  of  a  score  comprising  several  parts,  the 
following  rules  must  be  ohserved: 

A,  A  preliminary  draft  must  first  be  prepared,  each  part  being  written  on  a 
separate  shoot, 

B.  In  order  to  determine  exactly  the  number  of  measures  which  may  "be  ombossod 
in  one  page  containing  all  the  parts,  an  approximate  estimate  must  he  made 
of  tho  point  where  this  page  could  end* 

C.  In  all  parts,  this  point  is  then  pencil  marked  with  its  appropriate 
measure-number.   In  order  to  indicate  only  tho  complete  or  completed 
measure  in  a  considered  line,  this  numeral  must  he  placed  at  the  end  of 
the  measure.  It  must  ho  accompanied  "by  the  number  of  the  "braille  line 
counted  from  the  beginning  of  the  pago  to  be  reproduced, 

D,  Finally,  tho  number  of  lines  used  up  by  the  various  parts  for  a  certain 
numher  of  measures  is  added  up  until  this  sum  gets  as  close  as  possible 
to  tho  number  of  lines  available  for  tho  final  copy, 

3.   If  space  is  still  available,  the  same  procedure  must  be  appliod  to  tho 
counts  of  that  last  measure,  too  long  to  bo  completely  contained  in  tho 
pago. 
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Hero  are  combined  in  one  single  method  the  threo  main  characteristics*  Furthermore, 
the  sectioning  of  the  text  and  separate  part  reading  have  boon  considerably  improved 
and  arc  brought  up  to  a  degree  of  perfection  unknown  until  now,  even  in  the  original 
paragraph  system. 

With  this  method,  in  easy  music  or  in  music  of  medium  difficulty,  indentations  will 
occur  only  at  the  beginning  of  actual  musical  phrases,  while  their  subdivisions  will 
bo  sufficiently  indicated  by  marginal  numbers.  Thus,  the  musician  will  be  able  to 
read  a  separato  part  more  fluently,  even  in  the  course  of  a  phrase;  he  will  proceed 
from  one  phrase  to  another  without  skipping  over  several  parts;  and  in  changing 
page,  he  will  easily  find  his  way  because  of  the  invariable  order  of  the  parts  in 
the  page.  ITotice  that  marginal  numbers  will  not  interfere  with  fluent  reading  sine© 
they  are  separated  from  the  text  by  one  space. 

In  setting  out  all  the  parts  on  the  same  page,  it  is  possible  to  read  at  least  two 
parts  simultaneously;  bettor  still,  the  distance  between  the  two  hands  of  the  reador 
renders  this  reading  even  easier,  Finally,  the  beginning  of  page  divisions,  the 
indentations,  the  marginal  numbers  and  those  encountered  in  the  text  itself 
constitute  sufficient  landmarks  for  establishing  easily  the  concordance  of  the  parts. 

ILLUSTRATIONS 


Sonatine  V# 

Op,  55 t   No,  2 

Fr,  Kuhlau 

(Braille  pages  21,  22,  23) 

preludes  pour  Piano 

Gabriel  Faure 

I,  en  re  bemol 

(Braille  pages  Zkt  25,  26) 

Cantilena  Anglica  Fortunao 

Variations  on  the  Old  English  Song  "Fortuna  My  Foe" 

Samuel  Scheldt 

(3raille  pages  27,  28) 

Praoludiun 
Antonio  Vivaldi 
(Braille  pagos  29,  30) 

III,  Parallel  Disposition 

1,  Generally,  the  parallel  disposition  consists  in  presenting,  in  the  order  of  tho 
score,  one  braille  line  for  each  of  the  elements  of  which  this  score  is  composed. 
The  several  parts  of  an  instrumental  or  vocal  ensemble  must  not  necessarily  present 
the  beginning  of  each  measure  in  the  same  vertical  space;  it  is  sufficient  that  all 
the  lines  of  a  parallel  thus  formed  begin  on  the  same  count  of  the  same  measure, 

2.  When  a  measure  exceeds  the  line,  the  remaining  fragment  is  carried  over  to  the 
next  parallel,  and  the  measure  must  bo  broken  off  at  tho  same  place  in  all  parts, 

3*  At  the  beginning  of  each  line  stands  the  sign  designating  the  part  to  which  this 
lino  is  affected.  This  sign  is  always  written  in  the  third  and  fourth  cell. 
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4#  The  measures  being  numbered,  the  numerals  always  take  two  cells,  and  they  stand 
in  the  left-hand  margin  before  the  first  line  of  every  parallel,  numerals  using  a 
single  sign  occupy  the  second  cell;  those  requiring  the  numeral  sign  followed  by 
two  figures  necessarily  take  three  cells,  but  then,  the  first  half  of  the  sign 
designating  the  upper  part  is  omitted;  finally,  all  the  numbers  above  100  are  placed 
outside  the  text,  at  the  top  of  the  page,  and  only  the  last  two  figures  appear  in 
the  margin, 

5,  In  all  parts,  the  first  note  of  each  parallel  is  always  written  with  its  octave 
mark, 

6»  Unabbreviated  indications  of  movement,  expression  or  interpretation  aro  written 
on  a  separate  line.  When  they  are  intended  for  all  parts,  such  instructions  are 
placed  above  the  parallel  and  they  begin  in  the  second  cell;  otherwise  they  are 
written  oh  the  line  of  the  part  whieh  they  affoct, 

7»     Contrary  to  the  rule  stated  in  paragraph  1,  more  than  one  line  for  the  same  part 
can  be  written  in  one  parallel  when  one  part  is  represented  by  rests  or  repeat  signs 
corresponding  to  more  than  one  line  in  the  other  parts  (see  example  1  and  2  below); 
or  else,  when  a  measure  cannot  be  properly  divided  (see  example  3)  J  and,  finally 
when  an  indication  of  movement,  expression  or  interpretation  takes  one  line  (see 
example  **)*  These  additional  lines  are  not  preceded  by  either  the  measure-number 
or  the  sign  designating  the  part,  but  they  always  begin,  like  the  remainder  of  the 
musical  text,  in  the  fifth  cell.  The  first  note  of  an  additional  line  is  not 
necessarily  written  with  its  octave  mark. 

To  warn  the  reader  that  a  part  is  being  continued  in  the  same  parallel,  the  sign 
ifc-6  is  written  at  the  end  of  the  line,  after  a  complete  measure,  and  the  ordinary 
music-hyphen  is  replaced  by  the  sign  5-6  • 


The  proximity  of  parts,  which  is  the  main  feature  of  this  method,  is  eertainly  the 
ideal  condition  for  a  perfect  alignment.  Indeed,  separate  part  reading  is  somewhat 
slower,  but  it  is  still  satisfactory,  Finally,  after  a  little  practice,  it  should 
be  easy  to  recognize  the  beginning  of  phrases,  identified  by  means  of  the  numeral 
sign. 


ILLTJSTEATIOITS 

Ex.  1,       Fugue  XV, 
(Clavecin  Bien  Tempere) 
J.  S.  Bach 
(Braille  page  35) 

Ex.  2,       Le  petit  ane  blanc. 
Jacques  Ibert 
(Braille  page  35) 

Ex.  3.       Etude,  op.  755 »  No*  13 

Czerny 

(Braille  page  36) 

Ex.  4.       Prelude  b.  l'apres— midi  d'un  faune 
Claude  Debussy 
(Braille  page  36) 

Sonatine  V. 

0p»  55>  No.  2 

Fr.  Kuhlau. 

(Braille  pages  37,  38,  39,  40) 

preludes  pour  Piano 
Gabriel  Faure* 
I.     En  re  bemol 
(Braille  pages  40,  41,  42) 

Cantilena  Anglica  Eortunae 

Variations  on  the  Old  English  Song  "Fortuna  My  Foe" 

Samuel  Scheldt 

(Braille  pages  43,  44,  45) 

Pracludium 
Antonio  Vivaldi. 
Violin:  >-6,  >4-5 
(Braille  pages  45,  46,  47). 


DISPOSITION  DU  T3XTS  MUSICAL 
(Commission  pre- conference  canadienne) 

I*     Caracteristiques 

Vu  la  difficulte  de  reunir  dans  un  meme  mode  de   transcription  tous  les  avantages 
d'une   Donne  disposition  du  texte  musical  en  "braille,   il  convient  de  faire  une 
distinction  entre  les  avantages  essentiels  et  ceux  d'ordre  secondaire,  afin  de 
chercher  a  retenir  au  mo ins  les  premiers. 

Les  caracteristiques  essentielles  d'une  bonne  disposition  sont  celles  qui  ont  pour 
effet  de  faciliter  le  dechiffrage,   l'enseignement  ou  l'examen  d'une  piece.     Elles 
sont  les  suivantes: 

1*     Possibility  de  lire  separement  et  facilement  chaque  partie  d'un  ensemble 
instrumental  ou  vocal. 

2.     Possioilite  d'etablir  aisement  la  concordance  des  parties; 

3»     Division  du  texte  en  phrases  musicales. 

Les  caracteristiques  secondaires  sont: 

1.  Economie  d'espace  et  de  materiel; 

2.  Commodity  du  format; 

3.  Facilite  de  transcription. 

******** 

Deux  methodes  de  dechiffrage  ont  ete  discutees  et  demeurent  encore  fort  discutables; 
l'une  soutient  que  chaque  partie  d'un  ensemble  doit  etre  lue  separement;   1» autre, 
au  contraire,  propose  cue   toutes  les  parties  soient  considerees  simultanement.     II 
ne  s'agit  pas  ici  de   trancher  cette  question.      Toutefois,   il  est  certain  que  les 
deux  procedes  peuvent,    tour  a  tour,   trouver  une  heureuse  application,   suivant  le 
genre  de  musique,     Dans  certains  cas,   les  deux  methodes  pourraient  meme  fort  Men 
s'utiliser  conjointement,  bien  qu'a  differents  degres.     Si  l'on  veut„  doter  la 
musicographie  "braille  d'un  systeme  adequat  pour  la  disposition  du  texte,  il  faudra 
tenir  compte  de  ces  deux  tendances. 

Lecture  separee  des  parties.— La  lecture  separee  des  parties  permet  de  saisir 
aisement  la  ligne  melodique,  de  mieux  percevoir  le  mouvement  continu  d'un  trait, 
de  juger  plus  rapidement  de  la  carrure  d'tine  phrase.     *]lle  facilite  le  reperage-*- 
pour  fins  de  verification-— d'un  passage  ou  d'un  detail  oublie»     Elle  met  le 
professeur  en  mesure  de  suivre,  a  une  assez  bonne  allure,  le  texte  d'une  ouvre 
musicale  durant  son  execution  par  l'eleve.     A  cause  du  besoin  constant  de  tous 
les  avantages  qu'elle  presente,  la  possibility  de  lire  facilement  les  parties 
separees  doit  etre  la  principale  caracteristique  d'un  mode  de  transcription  ideal* 

Concordance  des  parties.*— Les  futures  transcriptions  musicales  devront  presenter 
des  moyens  pratiques,  pcrmcttant  d'etablir  facilement  la  concordance  des  parties 
tout  en  nuisant  le  moins  possible  a  la  lecture  i3olee  de  chacune  d' elles.     Sans 
doute,  ce  besoin  ne  se  fait-il  pas  toujours  sentir  d'une  fa§on  aussi  imperieuse: 
tels  musicions,  plus  doues  que  d'autres,  parviennent  avec  plus  de  facilite  a 
realiser  la  correspondanco  des  textes;   dans  telle  musiquo,  particulierement 
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melodique  et  facile  a  retenir,   il  suffit  do  lire  les  parties  success ivement  pour  en 
effectuer  l'assemblage  sans  aucun  effort,     Mais  dans  "bien  d'autres  cas,  le  sens 
musical  se  saisit  "bien  seulement  quand  toutes  les  parties  sont  considerees  dans  leur 
ensemble,     Autremont,   de  frequents  renvois  d'une  partie  aux  autres  sont  necessaires, 

Dans  l'enseignement,  le  professeur  occupe  a  lire  l'une  des  parties  est  souvent 
appele  a  verifier  certains  details  dans  les  autres*      II  en  est  de  meme  pour  le 
directeur  d'un  ensemble  instrumental  ou  vocal.     Snfin,  pour  le  seult  examen  d'une 
piece,  ou  il  ne  saurait  etre  question  de  memorisation,   des  points  de  repere  pratiques 
et  frequents  deviennent  alors  d'une  necessite  absolue,     L' absence  de  moyens  de 
comparaison  entre  les  diff erents  elements  d'une  partition  musicale  exige  une  tension, 
parfois  extreme,  et  une  perte  de  temps,   souvent  considerable:     il  faut  y  remedier* 

Division  en  phrases*-— Le   sectionnement  du  texte  musical  en  tranches  d'un  certain 

nombrc  de  mesures  est  un  aide  precieux,  non  seulement  pour  le  travail  de  memoire, 

mais  aussi,    toutes  les  fois  qu'on  doit  se  reporter  a  un  point  plus  ou  moins 

indetermine  d'une  composition.     Au  cours  du  dechiffrage,  le  musicien  sent  parfois 

le  besoin  de  verifier  sur  1' instrument  le  passage  dont  il  vient  de  prendre 

connaissance—question  de  mieux  lc  fixer  dans  sa  memoire,     Le   sectionnement  du  texte 

a  alors  pour  double  effet  de  lui  indiqucr  un  endroit  opportun  ou  il  peut 

interronrpre  sa  lecture,  et   de  lui  procurer  un  moyen  de  trouver  facilcment  celui 

d'ou  il  doit  la  -ooursuivre,     3n  outre,  la  memorisation  d'une  piece  est  facilitee 

dans  la  mesure  ou  le  musicien  sait  en  apprecier  la  structure   thematique  et  on 

reconnaitre  les  divisions  logiques.     Un  dormant,  pour  ainsi  dire,  une  forme 

graphique  au  plan  phraseologique  d'une  oeuvre,  en  mettant  en  evidence  le  debut  d'un 

theme  ou  do  l'un  de  ses  elements,   le  commencement  d'un  passage  devant  etre 

transpose  ou  celui  de  sa  transposition,   les  premieres  notes  d'un  fragrapnt  d'une 

nouvellc   tonalite,  etc,,   1' edition  braille  prepare,  en  quelque  sorte,  ce  travail 

d' analyse,   et  rend  ainsi,  a  ses  usagers,   Tin  service  inestimable,     Le   sectionnement 

du  texte  est  un  des  procedes  les  plus  ingenieux  de  la  musicographie  braille:     il 

est  indispensable, 

******** 

Co  sont  la>  nous  le  repetons,  les  trois  principales  caracteristiquos  que  doivent  et 
que  peuvent  etre  reunies  dans  un  memo  mode  de  disposition,     Q,uant  aux  autres,  nous 
admettons  volontiers  leur  importance;   mais  il  faut  etre  prets  a  les  sacrifier,   dans 
une  certaine  mesure,   si  elles  sont  incompatibles  avec  les  premieres, 

Caracteristiquos  secondaires,— Sans  doute,  lo  braille  doit  occuper  un  minimum 
d'espacc  et  utilisor  le  moins  de  materiel  possible:     il  est  doja  assez  volumineux, 
et  sa  production,  assez  couteuse.     Plus  important  encore:     en  permettant  aux  doigts 
de  parcourir  moins  d'espace,  un  texte  rclativement  serre  so  lit  mieux,     Cependant, 
cotte   ^conomie  de  moyens  ne  doit  pas  etre  realise©  au  detriment  des  caracteristiques 
essentielles  deja  enoncees* 

D'autre  part,   il  est  possible  qu'on  prefere,  en  general,  un  certain  format,     Toute— 
fois,  pour  la  musique,  lo  choix  du  format  doit  etre  subordonne  a  celui  de  la 
disposition,   et  non  le  contraire, 

Enfin,  les  difficultes  do  transcription  inherentes  a  un  systemc  ne  doivent  pas 
etre  un  obstacle  a  l'adoption  d'un  mode  do  disposition  ideal  pour  lc  lectour: 
JL'effort  additionnel  et  le  temps  supplement  air  o  consentis  par  les  transcripteurs— 
d'aillcurs,    toujours  si  devoues— seraient  amplemcnt  compenses  par  la  satisfaction 
d'avoir  procure  aux  eleves,  aux  professeurs  et  a  tous  les  musiciens,  une  economio 
considerable   d' energie  et  de  millieurs  d'heurcs  de   travail. 
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Bicn  entondu,   il  s'agit  ici  do  musique  braille  imprimee.     L^zriture  a  la  main  exige 
l'emploi  des  moyens  lcs  plus  rapides  et  lcs  plus  simples  memo  si  les  transcriptions 
qui  en  resultent  ne  se  presontont  pas  toujours  sous  une  form  tout  a  fait  satis- 
faisante.     Au  contrairo,   la  reproduction  mecanique  de  plusieurs  copies  en  quclques 
heures  justifio,  au  besoin,   le  surplus  d' attention  et  de  temps  consacres  a  la 
preparation  d'un  cliche"  ou     le  texte  est  dispose  selon  des  conditions  ideales  pour 
le  lecteur.     Ce  serait  vraiment  regrettable  si,  a  cause  des  exigences  de  1'ecriture 
a  la  main,  on  devait  refuser  aux  musiciens  do  "benificier  de  tous  les  avantages 
qu'offre  1' impremerie.     Pour  le  manuscrit,   d'usage  plutot  individuel,   chacun  pourra 
adopter  le  systeme  qui  lui  convient.     Mais  les  problemes  particuliers  a  1'ecriture 
a  la  main  ne  doivent  surei&ent  pas  avoir  d' influence  sur  le  choix  d'un  systeme 
propre  a  des  transcriptions  destinees  a  l'imprimeric  et  a  une  circulation  mondiale. 


Aucun  des  systemes  actuels  ne  contient,  a  la  fois,   toutes  les  caracteristiques 
essentielles,   enoncees  ci-dessus. 

La  disposition  en  phrases  nusicales  est,  par  excellence,  le  systeme  propre  a  la 
lecture  separee*     Par  contre,  elle  rend  impossible  la  lecture  simultanee  des  parties 
cliaque  fois  que  l'une  d' Giles  est   ecrite  au  verso  de  l'autre.      Sans  doute,  pour 
facilitcr  la  concordance  des  diff erents  elements  de  la  partition,   des  progres  ont 
ete  graduellemont  realisees,  en  sectionnant  de  plus  en  plus  le  texte}  mais,  pour 
ccrtaine  musique  compliquee,  et  pour  toute  le.  musioue  a  plusieurs  parties*  ces 
points  de  repere  ne  sont  pas  encore  suffisamnent  pratiques,     De  plus,   les  divisions 
etant  plus  frequentes,   il  ost  desormais  .difficile  de  reconnaltre  los  phrases  reolles. 

La  disposition  dite  "mesure  par  mesure"  $  nee  du  souci  de  corriger  ces  lacunes,  y  est 
parvenuo  au  detriment  de  l'un  des  caract&res  les  plus  precieux  de  la  disposition  par 
phrases.     La  lecture  separee  d'une  partic  est  devonue  extremement  difficilej   du.  a 
la  necessity  d'enjambcr  constamment  par-dossus  les  autresi. 

La  disposition  "mesure  sur  mesure",  fait  disparaltrc  cet  inconvenient,  mais  elle 
en  fait  naltre  nombrc  d'autres,     Elle  supprime  tpus  les  moyens  de  reconnaltre 
facilcment.  le  commencement  des  phrases.     La  lecture  y  est  entravee  de  nombreux 
signes:     numero  do  mesure  au  debut  de  chaque  groupe,   signe  designant  la  partie  en 
tete  do  chaque  ligne,   repetition  de  la  cle  d'octave  et  des  "doubles"    (staccatos, 
intervalles,  etc,,)  au  commencement  de  chaque  mesure.     La  distance  entre  les  ligncs 
et  entre  les  mesures,  les  lignes  entieres  conpletement  vides,  et  surtout,  le 
fragment  d'une  mesure  exeddant  la  ligne  dans  une  seule  partic  et  report e  au  groupe 
suivant,   tout  ccla  rallontit  la  lecture  et  la  rend  desagreablo.     En  outre,  cette 
disposition  prive  le  musicicn  d' ingehieux  procedes  chaque  fois  que,   dans  une  partic, 
elle  est  dans  l'obligation  do  repeter  et  de  separer  lcs  pauses  d'un  passage  en 
silence,  de  rappcler  le  signe  de  repetition  pour  une  mesure  repetee  plus  de   trois 
fois  consecutives,  d'ecrirc  integralemcnt  un  passage  qui  pourrait  ctro  indique  par 
une  reprise  particllc,  ou  de  scctionner  cette  reprise, 

Enfin  la  disposition  en  fractions  do  pago,   decrite  dans  la  "Notation  musicalc  braillfc 
do  1929  ou  elle  rcconnalt  d'aillcurs  sagoment  scs  propres  limites,  presonte,  on 
effct,   1" inconvenient  dp  n'ctrcapplicablo  qu«a  la  musique  a  doux  parties,  et  a  la 
faiblesse  do  fixer  les  poinds  de  repere   d'apres  lcs  porteos  plutot  que  d'apres  les 
exigences  particulieres  du  texte  a  1» etude. 
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Au  cours  des  recherches  entreprises  par  la  "Commission  pre*-conference  canadienne"  en 
vue  d'atteindre  le  triple  Taut  propose  plus  haut,  deux  modes  de  disposition  ont  6t6 
imagines.     A  1'heure  aetuelle,  il  nous  est  encore  impossible  d'exprimer  une 
preference  pour  l'un  ou  l'nutre  de  ces  deux  systemes.     Nous  les  soumettons  done  tous 
deux  a  1' etude  des  delegues. 

Le  premier,   comme  on  le  constatera,  est  une  version  du  systeme  propose  par  M.  Remi 
Clavers  en  1929*     Le  deuxieme  est  une  revision  de  la  disposition  dite  "mesure  sur 
me sure." 

II.     Disposition  en  Fractions  de  Page. 

1.     La  disposition  en  fractions  de  page  consiste  a  presenter  sur  la  meme  page$ 
au-dessous  d'une  portion  determined  du  texte  de  la  partie  superieure,.  le  texte  des 
parties  inferieures  correspondent  exactement* 

2*     Des  chiffres  places  dans  la  marge  de  gauche  servent  de  points  de  repere  pour 
retrouver  aisement,  au  cours  de  la  page,  la  concordance  des  textes.     Ces  chiffres 
sont  formes  par  les  points  l-3-^+-5>  et  chacun  d'eux  indique  le  numero  de  la  mesure 
calcule  depuis  le  commencement  de  la  composition, 

Ces  chiffres  sont  ecrits  dans  le  premier  et  le  deuxieme  rectangle.      (Voir  numero  3 
ci-dessous.)     Les  signes  designant  les  parties  occupent  la  2me  et  la  y&e  case. 
(Voir  numero  6  ci-dessous.)     Chaque  ligne  du  texte  musical  commence  dans  le  kme 
rectangle  sauf  au  debut  des  phrases,  qui  a  totyours  lieu  au  6me. 

3«     Les  chiffres  indiquant  le  numero  de  la  mesure  occupent  toujours  deux  rectangles. 
De  1  a  9y  ils  sont  precedes  du  signe  numerique,     De  10  a  99>  ils  sont  ecrits  sans 
le  signe  numerique,     A  partir  de  100,   le  numero  au  complet  apparait  hors  du  texte, 
en  haut  de  la  page,  et  seuleraent  les  deux  derniers  chiffres  figurent  dans  la  marge. 

4.  Le  numerotage  des  mesures  est  base,  a  la  fois,  sur  le  phrase  et  sur  la  longueur 
des  mesures.     Ainsi,  un  numero   doit  figurer  au  moins  a  toutes  les  k  ou  5  lignes 
mais  ce  fragment  ne  doit  pas  contenir  plus  de  6  a  8  mesures  ecrites   (sans  tenir 
compte  des  reprises  partielles.)     Lorsque  les  mesures  sont  particulierement  longues 
et  compliques,  il  vaut  meiux  numero ter  chacune  d' elles* 

5.  Des  numeros  supplement aires  peuvent  egalement  figurer  a  toutes  les  deux  mesures, 
au  cours  du  texte  et  non  en  marge  cettc  fois.     Ils  sont  formes  par  les  points 
2-3-5-6  et  places  entre  deux  espaces.     Les  nombres  composes  do  deux  ou  plusieurs 
chiffres  ne   sont  designes  que  par  le  dernier,  les  numeros,  en  marge   etant  suffisants 
pour  en  determiner  le  sens  reel.     Le  chiffre  7  doit  cependant  etre  suivi  du  point  3 
apres  lequol  il  n'est  pas  necessaire  de  fairc  d'espace, 

6.  Au  debut  d'une  composition,   il  est  inutile  de  numeroter  la  premiere  mesure;  on 
designe  plutot  la  partie  reservee  a  chacune  des  fractions  de  page.     T&a  la  deuxieme 
page,   il  n'est  plus  necessaire  de  designer  la  partie  en  tSte  de  la  fraction 
superieure,     Enfin,    il  serait  suporflu  de  numeroter  la  mesure  au  commencement  do 
toutes  autres  fractions  de  pfge  que  la  fraction  superieure:     le  numero  de  mesuro 
figurant  au  de*but  de  la  fraction  superieure  sort  d« indication  gencrale  pour  toutes 
les  autres  fractions^   et  les  signes  designant  les  parties  inferieures  suffisent 
epmme  points  de  repere* 

7»     Pour  realiser  la  disposition  do  plusieurs  parties  en  fractions  de  page,  il 
conviont  d^observer  les  regies  suivantes: 
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A)  II  faut,   tout  d*abord,  preparer  un  modele  ou     chaque  partie  est  ecrite  sur  sa 
propro  feuille, 

B)  En  vue  de  decouvrir  le  nombre  dos  mesures  qui  pouvcnt  etre  comprises  dans  une 
meme  page  reproduisant  1' ensemble  des  parties,  on  doit,  onsuite,   estimer  approxima- 
tivement  le  point  ou  cette  coincidence  pourrait  avoir  lieu* 

C)  Dans  toutes  les  parties,  on  marque  alors  cet  endroit  du  numero  de  mesure 
approprie,     Afin  do  n'indiquer  que  les  mesures  completes  ou  completees  dans  une 
ligne  considered,,  co  numero,   ecrit  au  crayon,  est  place  a  la  fin  de  la  mesure-.     II 
doit  etre  acconpagne  du  numero  de  la  ligne  "braille  calcule  depuis  le  debut  de  la 
page  3,  reproduire. 

D)  On  fp.it,  enfin,   la  so  mine   des  lignes  utilisees  dans  les  differentes  parties  pour 
un  memo  nombre  de  mesures.     On  precede  ainsi  jusqu'a  ce  que  cette  somme  se  rapproche 
le  plus  possible  de  celle   des  lignes  utilisables  dans  la  reproduction, 

E)  S'il  resto  encore  suffisamment  de  place  disponi"ble,  on  procedo  de  la  meme  fagon 
avec  les  temps  de  cette  mesure,   trop  longue  pour  etre  contenue  completemen^t  dans  la 

******* 

Voila  done  reunies  dans  un  memo  mode  de  disposition  les  trois  caracteristiques 
principales.     Par  surcrolt,  le  sectionnement  du  texte  et  la  lecture  separeo  des 
parties  JF  sont  sensiblement  ameliores  et  s'y  elevent  a  un  degre  de  perfectionnement 
inconnu  jusqu-ici,  memo  dans  le  systeme  ordinaire  phrase  par  phrase, 

D'ahord,   ce  nouveau  mode   de  disposition  permet,   dans  la  musique  facile  et  meme  do 
moyennedifficulte,   de  ne  pratiquer  l'alinea  qu'aux  devisions  de  premier  ordre,  les 
subdivisions  etant  suffisamment  marquees  par  des  numeros  en  marge.     Ensuitc,   la 
lecture  d'unc  partie  se  pratique  avec  une  aisance  accrue  au  sein  d'une  phrase, 
passe  d'une  phrase  a  la  suivante  sans  avoir  L  enjamber  par-dessus  une  ou  plusieurs 
parties,  et  au  changement  de  page,   retro uve  facilement  la  suite,  grace  a  l'ordre 
invariable  des  parties  dans  la  page.     Romarquons  que  la  lecture  n'ept  aucunement 
entravee  par  les  numeros  de  mesure  places  en  marge  et  separes  du  texte  par  un  espaco. 

La  disposition  des  parties  sur  la  meme  page  rend  possible  la  lecture  simultanee  de 
deux  parties;  mieux  encore,  la  distance  qui  separe  les  deux  mains  du  lecteur  facilite 
davantage  cette  lecture,     Enfin,   le  debut  des  fractions  de  page,  les  alineas,   les 
numeros  en  marge  et  ceux  distribues  discretement  au  cours  du  texte  constituent  des 
points  de  repere  suffisants  pour  realiser  sans  peine  la  concordance  des  parties, 
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III*     Disposition  Parallele 

1»  En  general,  la  disposition  parallele  consiste  a  presenter,   dans  l'ordre  de  la 
partition,  une  ligne  "braille  pour  chacun  des  elements  qui  composent  cette  partition. 
Les  differentes  parties  de  l'ensemhle  instrumental  ou  vocal  ne  doivent  pas 
necessairement  presenter  sur  le  me me  plan  vertical  le  commencement  de  chaque  mesure; 
il  suffit  que   toutes  les  lignes  d'un  groupe  ainsi  constitue  commencent  sur  le  meme 
temps  d'une  meme  mesure. 

2,  Lorsqu'une  mesure  excede  la  ligne,   le  fragment  excedant  est  reporte  au  groupe 
suivant,   et  la  mesure  doit  etre  coupee  au  meme  endroit  dans  toutes  les  parties. 

3.  En  tete  de  chaque  ligne,   figure  le  signe  designant  la  partie  a  laquelle  cette 
ligne  es.t  affectee,     Ce  signe  s'ecrit  toujours  dans  le  3me  et  le  l+me  rectangle. 

kc     Les  mesures  etant  numerotees,  les  chiffres  sont  situes  dans  les  deux  premiers 
rectangles  en  tete  de  la  premiere  ligne  de  chaque  groupe.     Ces  chiffres  s'ecrivent 
sans  le  signe  numerique,   sauf  au  commencement  des  phrases.     Les  nomhres  n'utilisant 
qu'un  seul  signe  occupent  le  2me   rectangle;   ceux  qui  s'ecrivent  avec  le  signe 
numerique  suivi  de  deux  chiffres  prennent  necessairement  trois  rectangles,  mais 
alors*  la  premiere  moitie  du  signe  designant  la  partie  superieure  est  supprimee. 
Enfin,  les  numeros  au*-dessus  de  100  se  placent  hors  du  texte,  en  haut  de  la  page, 
et  seul  les  deux  derniers  chiffres  apparaissent  dans  la  marge. 

5.  Dans  chaque  partie,   la  premiere  note   de  chaque  ligne  est   tou jours  munie   de  sa 
cle  d» octave. 

6.  Les  indications  non  ahregees  de  nuances,   de  mouvement  et  d' interpretation 
s'ecrivent  generalement  sur  une  seule  ligne.     Lorsqu'elles  concernent  toutes  les 
parties,   elles  sont  placees  au-dessus  du  groupe  et  s'ecrivent  en  commengant  dans  le 
2me  rectangle.     Autrement,  elles  sont  placees  dans  la  ligne  reservee  a  la  partie 
qu' elles  affectent, 

7.  Contrairement  a  la  regie  enonceo  au  paragraphe  19  un  partie  peut  occuper  plus 
d'une  ligne  dans  un  meme  groupe,   lorsquc  l'une  de  ces  parties  est  representee  par 
des  silences  ou  des  repetitions  de  mesure  correspondant  a  une  ou  plusieurs  lignes 
dans  les  autres   (voir  exemples  1  et  2  ci-dessous);   ou  encore,   lorsqu-il  est 
pratiquement   impossihle  de  couper  convenahlement  une  mesure   (exemple  3);   ©t  enfin, 
lorsqu'une   indication  de  nuance  ou  de  mouvement  s'ecrit  sur  une   seule  ligne 
(exemple  ^-),     Ces  lignes  additionnelles,  ne  sont  precedees  ni  d'un  numero   de  mesure, 
ni  du  signe  designant  la  partie,  mais  elles  commencent  toujours,   comme  le  reste 

du  texte  musical,   dans  le  5me  rectangle,      II  n'est  pas  necessaire,   que  la  premiere 

note  d'une  ligne,  additionnelle  so  it  munie  de  la  clc  d' octave.     Pour  prevenir  le 

lecteur  qu'une  partie  se  poursuit  dans  le  meme  groupe,  on  ecrit  a  la  fin  d'une 

ligne   terminee  par  une  mesure  complete  le   signe   (points  ^J — 6)  et  le  guidon  est 

remplace  par  (points  5~6)» 

******** 

La  proximite  des  parties,   caractero  principal  de  cette  disposition,  est  assurement 
la  condition  ideale  pour  faciliter  la  concordance   des  toxtes.      La  lecture  separeo, 
il  est  vrai,  en  souffre  quelquo  peu,  mais  elle  demeure  oncorc  praticahlo  do  fagon 
satisfaisante,     Enfin,   il   suffira  d'un  peu  d'hahitudc  pour  reconnaltre  assez 
facilcment,  a  l'aide  du  signe  numerique,   le  commencement  des  phrasps. 


Disposition  du  Texte  Musical 


ILLUSTRATIONS 


Ex.  1.   Fugue  XV. 
(Clavecin  bien  Tempore) 
J,  S.  Bach 
(Braille  page  37) 

Ex.  2.   Le  petit  ane  blanc, 
Jacques  Ibert 
(Braille  page  37) 

Ex.  3.   Etude,  op.  755  >  No.  13 

Czerny 

(Braille  page  38) 

Ex.  4.   Prelude  a  ltapres— midi  d'un  faune 
Claude  Bebussy 
(Braille  page  38) 

Sonatine  V. 

°>  55,   No.  2 

Ei*.  Kuhlau. 

(Braille  pages  39,  kO,   41,  42) 

Preludes  pour  Piano 
Gabriel  Eaure 
I  .  En  re  b&nol 
(Braille  pages  42,  43,  44) 

Cantilena  Anglica  Eortunae 

Variations  on  the  Old  English  Song  "Eortuna  My  Eoe" 

Samuel  Scheldt 

(Braille  pages  45,  46,  47) 

Praeludium 
Antonio  Vivaldi. 
Violin:  >6,  3-4-5 
(Braille  pages  47,  43,  49) 


DISPOSITION  DU  T3XT3  MUSICAL 
(Commission  pre-conference  canadienne) 

I.     Caracteristiques 

,Vu  la  difficulty  de  reunir  dans  un  meme  mode  de   transcription  tous  les  avantages 
d'une  bonne   disposition  du  texte  musical  en  braille,    il  convient  de  faire  une 
distinction  entre  les  avantages  essentiels  et  ceux  d'ordre  secondaire,   afin  de 
chercher  a  retenir  au  mo  ins  les  premiers. 

Les  caracteristiques  essentielles  d'une  bonne  disposition  sont  celles  qui  ont  pour 
effet  de  faciliter  le  dechiffrage,   l'enseignement  ou  l'examen  d'une  piece,     Elles 
sont  les  suivantes: 

1.  Possibilite  de  lire  separement  et  facilement  chaque  partie  d'un  ensemble 
instrumental  ou  vocal. 

2.  Possibilite  d'etablir  aisement  la  concordance  des  parties; 
3»     Division  du  texte  en  phrases  musicales. 

Les  caracteristiques  secondaires  sont: 
lo     Economie  dfespace  et  de  materiel; 
Zf     Commodite  du  format; 

3.  Facilite  de  transcription, 

******** 

Deux  methodes  de  dechiffrage  ont  ete  discutees  et  demeurent  encore  fort  discutables: 
l'une   soutient  que  chaque  partie  d'un  ensemble  doit  etre  lue  separement;   l'autre, 
au  contraire,  propose  que   toutes  les  parties  soient  considerees  simultanement*     II 
ne  s'agit  pas  ici  de   trencher  cette  question,      Toutefois,   il  est  certain  que  leg 
deux  procedes  peuvent,    tour  a  tour,   trouver  une  heureuse  application,   suivant  le 
genre  de  musique,     Dans  certains  cas,   les  deux  methodes  pourraient  meme  fort  bien 
s'utiliser  conjointement,  bien  qu'a  differents  degres.     Si  l'on  veut^  doter  la 
musicographie  braille  d'un  systeme  adequat  pour  la  disposition  du  texte,  il  faudra 
tenir  compte  de  ces  deux  tendances. 

Lecture  separee  des  parties,— -La  lecture  separee  des  parties  permet  de  saisir 
aisement  la  ligne  melodique,   de  mieux  porcevoir  le  mouvement  continu  d'un  trait, 
de  juger  plus  rapidement  de  la  carrure  d'une  phrase,     311e  facilite  le  reperage-— 
pour  fins  de  verification-— d'un  passage  ou  d'un  detail  oublie.     Elle  met  le 
professeur  en  mesure  de  suivrej  a  une  assez  bonne  allure,  le  texte  d'une  ouvre 
musicale  durant  son  execution  par  l'eleve,     A  cause  du  besoin  constant  de  tous 
les  avantages  qu'elle  prescnte,  la  possibilite  de  lire  facilement  les  parties 
separees  doit  etre  la  principale  caracteristique  d'un  mode  de  transcription  ideal. 

Concordance  des  parties  •-—Les  futures  transcriptions  musicales  devront  presenter 
des  moyens  pratiques,  permcttant  d'etablir  facilement  la  concordance  des  parties 
tout  en  nuisant  le  moins  possible  a  la  lecture  isolec  de  chacune  d» elles.      Sans 
doute,  ce  besoin  no  so  fait-il  pas  toujours  sentir  d'une  fagon  aussi  imperieuse: 
tels  musiciens,  plus  doues  que  d'autres,  parviennent  avec  plus  de  facilite  a 
realiser  la  corrospondancc  des  textes;    dans  telle  musique,  particulierement 
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melodique  et  facile  a  retenir,   il  suffit  de  lire  les  parties  successivement  pour  en 
effectuer  1 '  assemblage  sans  aucun  effort.     Mais  dans  Men  d' autres  cas,  le  sens 
musical  se  saisit  Men  seulement  quand  toutes  les  parties  sont  considerees  dans  leur 
ensemble.     Autremont,   de  frequents  renvois  d'une  partie  aux  autres  sont  necessaires. 

Dans  l'enseignement,  le  professeur  occupe  a  lire  l'une  des  parties  est  souvent 
appele  a  verifier  certains  details  dans  les  autres.      II  en  est  de  meme  pour  le 
directeur  d'un  ensemMe   instrumental  ou  vocal,     3nfin,  pour  le  seult  examen  d'une 
piece,  ou  il  ne  saurait  etre  question  de  memorisation,   des  points  de  repere  pratiques 
et  frequents  deviennent  alors  d'une  necossite  absolute.     L'a"bsence  de  moyens  de 
comparaison  entre  les  diff erents  elements  d'une  partition  musicale  exige  une  tension, 
parfois  extreme j  et  une  perte  de  temps,   souvent  considerable:     il  faut  y  remedier. 

Division  en  phrases.-—  Le   sectionnement  du  texte  musical  en  tranches  d'un  certain 

nombre  de  mesures  est  un  aide  precieux,   non  seulement  pour  le   travail  de  memoire, 

mais  aussi,    toutes  les  fois  qu'on  doit  se  reporter  a  un  point  plus  ou  moins 

indetermine  d'une  composition.     Au  cours  du  dechiffrage,  le  musicien  sent  parfois 

le  besoin  do  verifier  sur  1' instrument  le  passage  dont  il  vient  de  prendre 

connaissance»-~question  de  mieux  le  fixer  dans  sa  memoire.     Le   sectionnement  du  texte 

a  alors  pour  douMe  effet  de  lui  indiquer  un  endroit  opportun  ou  il  peut 

interrompre  sa  lecture,  et  de  lui  procurer  un  moyen  de  trouver  facilcmcnt  celui 

d'ou  il  doit  la  •ooursuivre*     Un  outre,  la  memorisation  d'une  piece  est  facilitee 

dans  la  mesure  ou  le  musicien  sait  en  apprecier  la  structure  thematique  et  on 

reconnaitre  les  divisions  logiques*     Dn  dormant j  pour  ainsi  direj  une  forme 

,r;raphique  au  plan  phraseologique  d'une  oeuvre^  en  mettant  en  evidence  le  debut  d'un 

theme  ou  de  l'un  de  ses  elements,   le  commencement  d'un  passage  devant  etre 

transpose  ou  celui  de  sa  transposition,   les  premieres  notes  d'un  fragment  d'une 

nouvelle   tonalite,  etc.,  1' edition  braille  prepare,   en  quelque  sorte,   ce  travail 

d' analyse,   et  rend  ainsi,  a  ses  usagers,   un  service   inestimable.     Le  sectionnement 

du  texte  est  un  des  procedes  les  plus  ingenieux  de  la  musicographie  "braille;      il 

est  indispensable, 

******** 

Ce  sont  la>  nous  le  repetons,  les  trois  principales  caracteristiquos  que  doivent  et 
que  peuvent  etre  reunies  dans  un  memo  mode  de  disposition,     ^uant  aux  autres,  nous 
admettons  volontiers  leur  importance;   mais  il  faut  etre  prets  a  les  sacrifier,   dans 
une  certaine  mesure,   si  elles  sont  incompatibles  avpc  les  premieres. 

Caracteristiquos  secondaircs. — Sans  doute,  le  "braille  doit  occuper  un  minimum 
d'espacc  et  utiliser  le  moins  de  materiel  possiMo:     il  est  deja  assez  volumineux, 
et  sa  production,  assez  couteuse.     Plus  important  encore:     en  permettant  aux  doigts 
do  parcourir  moins  d'espace,  un  texte  rclativement  serre  se  lit  mieux.     Cependant, 
cette   economie  de  moyens  ne  doit  pas  etre  realisee  au  detriment  des  caracteristiques 
essentielles  deja  enoncees. 

D'autre  part,   il  est  possible  qu'on  prefere,  on  general,  un  certain  format.     Toute— 
fois,  pour  la  musique,  lo  choix  du  format  doit  etre  subordonne  a  celui  de  la 
disposition,   et  non  le  contrairo. 

Enfin,  les  difficultes  do  transcription  inherentes  a  un  systeme  ne  doivent  pas 
etre  un  ohstaclo  a  l'adoption  d'un  mode  de  disposition  ideal  pour  lo  lectour: 
JL*effort  additionnel  ot  le  temps  supplementairo  consentis  par  les  trans cripteurs— - 
d'aillcurs,    toujours  si  devoues— seraient  amplemcnt  compenses  par  la  satisfaction 
d'avoir  procure  aux  eleves,  aux  professeurs  ct  a  tous  les  musicions,  une   economie 
considdraole   d' energie  et  de  millieurs  d'heurcs  de  travail. 
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Bion  entondu,   il  s'agit  ici  de  musique  braille  imprimee.     L^sriture  a  la  main  cxige 
l'emploi  des  moyens  los  plus  rapides  et  lcs  plus  simples  meme  si  les  transcriptions 
qui  en  resultent  ne  se  presentont  pas  toujours  sous  une  form  tout  a  fait  satis- 
faisante.     Au  contrairo,   la  reproduction  mecanique  de  plusieurs  copies  en  quclques 
heures  justifie,  au  besoin,   le  surplus  d'attention  et  de  temps  consacres  a  la 
preparation  d'un  cliche  ou     le  texte  est  dispose  selon  des  conditions  ideales  pour 
le  lecteuT.     Ce  serait  vraiment  regrettable  si,  a  cause  des  exigences  do  l'ecriture 
a  la  main,  on  devait  refuser  aux  musiciens  do  benificior  do  tous  les  avantages 
qu'offre  1' impremorie.     Pour  le  manuscrit,   d'usage  plutot  individuel,   chacun  pourra 
adopter  le   systeme  qui  lui  convient.     Mais  les  problemes  particuliers  a  l'ecriture 
a  la  main  ne  doivent  surcment  pas  avoir  d'influonco  sur  le  choix  d'un  systeme 
propre  a  des  transcriptions  destineos  a  l'imprimoric  et  a  une  circulation  mondiale. 


Aucun  des  systemes  actuals  ne  contient,  a  la  fois,   toutes  les  caracteristiques 
essentielles,   enonceoc  ci-dessus. 

La  disposition  en  phrases  nusicales  est,  par  excellence,  le  systeme  propre  a  la 
lecture  scparee,     par  contre,  ellc  rend  impossible  la  lecture  simultanee  des  parties 
chaque  fois  que  l'une  d'ellcs  est  ecrite  au  verso  de  1' autre.      Sans  doute,  pour 
faciliter  la  concordance  des  diff erents  elements  de  la  partition,  des  progres  ont 
ete  graduellement  realisees,  en  sectionnant  de  plus  en  plus  le  texte;  mais,  pour 
cortaine  musique  compliquee,  et  pour  toutc  la  musirue  a  plusieurs  parties,   ces 
points  de  repere  ne  sont  pas  encore  suffisamnent  pratiques.     De  plus,   les  divisions 
etant  plus  frequentes,   il  ost  desormais  difficile  de  reconnaltre  les  phrases  reollos. 

La  disposition  dite  "mesure  par  mesure",  nee  du  souci  de  corriger  ces  lacunes,  y  est 
parvenuo  au  detriment  de  l'un  des  caract^res  les  plus  precieux  de  la  disposition  par 
phrases.     La  lecture  separee  d'une  partie  est  devonue  extremement  difficile j   du  a 
la  n^cessite  d'enjamber  constamment  par~dessus  les  autres». 

La  disposition  "mesure  sur  mcsuren,  fait  disparaitre  cet  inconvenient,  mais  elle 
en  fait  naltre  nombre  d'autres*     Sllc  supprime  tpus  les  moyens  de  reconnaltre 
facilement.  le  commencement  des  phrases*     La  lecture  y  est  entravee  de  nombreux 
signos:     numero  de  mesure  au  debut  de  chaque  groupe^   signe  designant  la  partie  en 
tete  de  chaque  ligne,   repetition  de  la  cle  d'octave  et  des  "doubles"    (staccatos, 
intervalles,   etc,,)   au  commencement  de  chaque  mesure.     La  distance  entre  les  lignes 
et  entre  les  mesures,  les  lignes  entieres  conpletement  vides,  et  surtout,  le 
fragment  d'une  mesure  excedant  la  ligne  dans  une  seule  partie  et  report e  au  groupe 
suivant,   tout  ccla  rallcntit  la  lecture  et  la  rend  desagreable.     En  outre,  cetto 
disposition  prive  le  musicion  d'ingenieux  procedes  chaque  fois  quo,   dans  une  partie, 
elle  est  dans  l'obligation  do  repeter  et  do  separer  lcs  pauses  d'un  passage  en 
silence,  de  rappoler  le  signe  de  repetition  pour  une  mesure  repetee  plus  do  trois 
fois  consecutives,   d'ecrire  integralemcnt  un  jjassagc  qui  pourrait  ctre  indique  par 
une  reprise  particllc,  ou  do  soctionncr  ccttc  reprise, 

Enfin  la  disposition  en  fractions  do  page,   decrite  dans  la  "Notation  musicalc  braillft 
do  1929  ou  ello  rcconnalt  d'aillcurs  sagoment  scs  proprcs  limites,  presente,  on 
effot,   1' inconvenient  dp  n'ctrcapplicablo  qu'a  la  musique  a  deux  parties,  et  a  la 
faiblesse  do  fixer  les  points  de  repere   d'aprbs  lcs  porteos  plutot  que  d'apres  los 
exigences  -oarticuliercs  du  texte  a  l'dtudc. 
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Au  cours  des  recherches  entreprises  par  la  "Commission  pro-conference  canadienne11  en 
vue  d^tteindre  le  triple  "but  propose  plus  haut,  deux  modes  de  disposition  ont  et^ 
imagines,     A  l'heure  aetuelle,  il  nous  est  encore  impossible  dfexprimer  une 
preference  pour  l'un  ou  l'nutre  de  ces  deux  systemes.     Nous  les  soumettons  done  tous 
deux  a  1* etude  des  delegues. 

Le  premier,   comme  on  le  constatera,  est  une  version  du  systeme  propose  par  M.  Remi 
Olavers  en  1929*     Le  deuxieme  est  une  revision  de  la  disposition  dite  "mesure  sur 
me sure." 

II.     Disposition  en  Fractions  de  Page. 

li     La  disposition  en  fractions  de  page  consiste  a  presenter  sur  la  meme  page, 
au-dessous  d'une  portion  determinoe  du  texte  de  la  partie  superieure,.  le  texte  des 
parties  inferieures  correspondent  exacteiaent. 

2.     Des  chiffres  places  dans  la  marge  de  gauche  servent  de  points  de  repere  pour 
retrouver  aisement,  au  cours  de  la  page,   la  concordance  des  textes,     Ces  chiffres 
sont  formes  par  les  points  1— 2-i**-5>  et  chacun  d'eux  indique  le  numero  de  la  mesure 
calcule  depuis  le  commencement  de  la  composition. 

Ces  chiffres  sont  ecrits  dans  le  premier  et  le  deuxieme  rectangle.      (Voir  numero  3 
ci-dessous.)     Les  signes  designant  les  parties  occupent  la  2me  et  la  Jme  case. 
(Voir  numero  6  ci-dessous.)     Chaque  ligne  du  texte  musical  commence  dans  le  4me 
rectangle  sauf  au  debut  des  phrases,  qui  a  toujours  lieu  au  6me. 

3«     Les  chiffres  indiquant  le  numero  de  la  mesure  occupent  toujours  deux  rectangles. 
De  1  a  9>  ils  sont  precedes  du  signe  numerique.     De  10  a  99>  iis  sont  ecrits  sans 
le  signe  numerique.     A  partir  de  100,   le  numero  au  complet  apparalt  hors  du  texte, 
en  haut  de  la  page,  et  seulement  les  deux  derniers  chiffres  figurent  dans  la  marge. 

^.     Le  numero toge  des  mesures  est  base,  a  la  fois,  sur  le  phrase  et  sur  la  longueur 
des  mesures.     Ainsi,  Tin  numero.  doit  figurer  au  moins  a  toutes  les  k  ou  5  lignes 
|aais  ce  fragment  no  doit  pas  eontenir  plus  de  6  a  8  mesures  ecrites   (sans  tenir 
compte  des  reprises  partielles.)     Lorsque  les  mesures  sont  particulierement  longues 
et  compliques,   il  vaut  meiux  numero ter  chacune  d' elles* 

5»     Des  numeros  supplementaires  peuvent  egalement  figurer  a  toutes  les  deux  mesures, 
au  cours  du  texte  et  non  en  marge  cettc  fois»     lis  sont  formes  par  les  points 
2~2~5-6  et  places  entre  deux  espaces.     Les  nombres  composes  do  deux  ou  plusieurs 
chiffres  ne   sont  designed  que  par  le  dernier,  les  numeros ^  en  marge   £tant  suffisants 
pour  en  determiner  le  sens  reeli     Le  chiffre  7  doit  cependant  etro  suivi  du  point  3 
apres  lequol  il  n'ost  pas  neeessaire  de  faire  d'espace* 

6.     Au  debut  d»une  composition,   il  est  inutile  de  numeroter  la  premiere  mesure;  on 
designe  plutot  la  partie   reservee  a  chacune  des  fractions  de  page,     Xfea  la  deuxieme 
page,   11  n'e^t  plus  necessaire  de  designer  la  partie  en  tSte  de  la  fraction 
superieure.     Dnfin,   il  serait  superflu  de  numeroter  la  mesure  au  commencement  de 
toutes  autres  fractions  de  -pr.^s  que  la  fraction  superieure:     le  numero   de  mesure 
figurant  au  debut  de  la  fraction  superieure  sort  d» indication  gencrale  pour  toutes 
les  autres  fractions,   et  les  signes  designant  les  parties  inferieures  suffisent 
comme  points  de  repere. 

7»     Pour  realisor  la  disposition  do  plusieurs  parties  en  fractions  de  page,  il 
conviont  d'observer  les  regies  suivantosi 
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A)  II  faut,   tout  d»abord,  preparer  un  mo  dele  ou     chaque  par  tie  est  ecrite   sur  sa 
propre  feuille, 

B)  En  vue  de  decouvrir  le  nombre  des  mesures  qui  pouvent  etre  comprises  dans  une 
meme  page  reproduisant  1' ensemble  des  parties,  on  doit,  ensuite,  cstimer  approxima- 
tivement  lo  point  ou  cette  coincidence  pourrait  avoir  lieu. 

C)  Dans  toutes  les  parties,  on  marque  alors  cet  endroit  du  numdro  de  mesure 
approprie,     Afin  de  n'indiquor  que  les  mesures  completes  ou  completees  dans  une 
ligne  considered, .  co  numero,   ecrit  au  crayon,  est  place  a  la  fin  de  la  mesure.      II 
doit  etre  accompagne  du  numero  do  la  ligne  "braille  calcule  depuis  lc  debut  de  la 
page  a  reproduire, 

D)  On  fait,   enfin,   la  somme  des  lignes  utilisees  dans  les  diffdrentes  parties  pour 
un  memo  nombre  de  mesures.     On  precede  ainsi  jusqu'a  ce  que  cette  somme  se  rapproche 
le  plus  possible  de  cello   des  lignes  utilisables  dans  la  reproduction. 

E)  S'il  resto  encore  suffisamment  de  place  disponible,  on  procedo  de  la  meme  fagon 

avec  les  temps  do  cette  mesure,   trop  longue  pour  etre  contenue  completemei\t  dans  la 

page. 

******* 

Voila  done  reunies  dans  un  memo  mode  de  disposition  les  trois  caracteristiques 
principales.     Par  surcrolt,  le  sectionnement  du  texte  et  la  lecture  separeo  des 
parties  JF  sont  sensiblempnt  ameliores  et  s'y  elevent  a  un  degre  de  perfectionnement 
inconnu  jusqu-ici,  memo  dans  le  systeme  ordinaire  phrase  par  phrase. 

D*abord,   ce  nouveau  mode  de  disposition  permct,   dans  la  muslquo  facile  et  meme  de 
moyennedifficulte,   de  no  pratiquer  l'alinea  qu'aux  devisions  de  premier  ordro,  les 
subdivisions  etant  suffisamment  marquees  par  des  numeros  en  marge.     Ensuite,   la 
lecture  d'une  partie  se  pratique  avec  une  aisance  accrue  au  sein  d'unc  phrase, 
passe  d'une  phrase  L  la  suivante  sans  avoir  L  enjamber  par-dessus  une  ou  plusieurs 
parties,  et  au  changement  de  page,   retro uve  facilement  la  suite,  grace  a  1* ordro 
invariable  des  parties  dans  la  page.     Romarquons  quo  la  lecture  n'e^t  aucunement 
entravee  par  les  numeros  do  mesure  places  en  marge  et  separes  du  toxte  par  un  e space. 

La  disposition  des  parties  sur  la  meme  page  rend  possible  la  lecture  simultanee  de 
doux  parties;  micux  encore,  la  distance  qui  separe  les  deux  mains  du  lecteur  facilite 
davantage  cette  lecture.     Enfin,   le  debut  des  fractions  de  page,   les  alineasj  les 
numeros  en  marge  et  ceux  distribues  discretoment  au  cours  du  texte  constituent  des 
points  de  repere  suffisants  pour  realiser  snns  peine  la  concordance  des  parties. 

ILLUSTEATI01TS 


Sonatine  V. 
Op.  S5t  Hb«  2 

Fr.  Kuhlau 

(Braille  pages  22,  23,  2*0 


Preludes  pour  Piano 
Gabriel  Paure 
I.  en  re  bemol 
(3raillo  pages  25>  26,  27) 


Cantilena  Anglica  Portunao 

Variations  on  the  Old  English  Song  "Fortuna  My  Poo" 
Samuel  Scheldt  Praeludium 

(Braille  pages  28,  29)  Antonio  Vivaldi 

(Braille  pages  30,  31) 
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III*     Disposition  Parallels 

I-,  En  general,  la  disposition  parallels  consiste  a  presenter,   dans  l'ordre  de  la 
partition,  une  ligne  braille  pour  chacun  des  elements  qui  composent  cette  partition. 
Les  differentes  parties  de  1' ensemble  instrumental  ou  vocal  ne  doivent  pas 
necessairement  presenter  sur  le  meme  plan  vertical  le  commencement  de  chaque  mesure; 
il  suffit  que   toutes  les  lignes  d'un  groups  ainsi  constitue  commencent  sur  le  meme 
temps  d'une  meme  mesure. 

2.  Lorsqu'une  mesure  excede  la  ligne,  le  fragment  excedant  est  reporte  au  groupe 
suivant,  et  la  mesure  doit  etre  coupee  au  meme  endroit  dans  toutes  les  parties. 

3.  En  tete  de  chaque  ligne,  figure  le  signe  designant  la  partie  a  laquelle  cette 
ligne  es.t  affectee,     Ce   signe  s'ecrit  toujours  dans  le  Jme  et  le  4me  rectangle* 

^,     Les  mesures  6tant  numerotees,  les  chiffres  sont  situes  dans  les  deux  premiers 
rectangles  en  tete  de  la  premiere  ligne  de  chaque  groupe.     Ces  chiffres  s'ecrivent 
sans  le  signe  numerique,   sauf  au  commencement  des  phrases.     Les  nombres  n'utilisant 
qu'un  seul  signe  occupent  le  2me  rectangle;   ceux  qui  s'ecrivent  avec  le  signe 
numerique  suivi  de  deux  chiffres  prennent  necessairement  trois  rectangles,  mais 
alors,  la  premiere  moitie  du  signe  designant  la  partie  superieure  est  supprimee. 
Enfin,   les  numeros  au-dessus  de  100  se  placent  hors  du  texte,  en  haut  de  la  page, 
et  seul  les  deux  derniers  chiffres  apparaissent  dans  la  marge, 

5.  Dans  chaque  partie,  la  premiere  note  de  chaque  ligne  est  toujours  munie  de  sa 
cle  d' octave, 

6.  Les  indications  non  abregees  de  nuances,   de  mouvement  et  d1 interpretation 
s'ecrivent  generalement  sur  une  seule  ligne,     Lorsqu'elles  concernent  toutes  les 
parties,   elles  sont  placees  au-dessus  du  groupe  et  s'ecrivent  en  commencant  dans  le 
2me  rectangle,     Autrement,   elles  sont  placees  dans  la  ligne  reservee  a  la  partie 
qu' elles  affectent, 

7.  Oontrairement  a  la  regie  enonceO  au  paragraphe  1,  un  partie  peut  occuper  plus 
d'une  ligne  dans  un  meme  groupe,   lorsquc  l'une  de  ces  parties  est  representee  par 
des  silences  ou  des  repetitions  de  mesure  correspondant  a  une  ou  plusieurs  lignes 
dans  les  autres   (voir  exemples  1  et  2  ci-dessous);   ou  encore,   lorsqu-il  est 
pratiquement   impossible  de  couper  convenablement  une  mesure   (exemple  3);   et  enfin, 
lorsqu'une   indication  de  nuance  ou  de  mouvement  s'ecrit  sur  une   seule  ligne 
(exemple  k),     Ces  lignes  additionnelles  no   sont  precedees  ni  d'un  numero   de  mesure, 
ni  du  signe  designant  la  partie,  mais  elles  commencent  toujours,   comme  le  restc 

du  texte  musical,   dans  le  fjme  rectangle.      II  n'est  pas  necessaire,   que  la  premiere 
note  d'une  ligne,   additionnelle   soit  munie   de  la  clc  d'octave,     pour  prevenir  le 
lecteur  qu'une  partie  se  poursuit  dans  le  meme  groupe,  on  ecrit  a  la  fin  d'une 
ligne  torminde  par  une  mesure  complete  le  signe   (points  ^—6)  et  le  guidon  est 
remplace  par   (points  5~6)» 

La  proximite  des  parties,   caractere  principal  de  cette  disposition,  est  assurement 
la  condition  ideale  pour  faciliter  la  concordance  des  toxtes.      La  lecture  separeo, 
il  est  vrai,  en  souffre  quelquo  peu,  mais  elle  demeure  encore  praticablo  de  fagon 
satisfaisante,     Enfin,   il   suffira  d'un  peu  d'habitudc  pour  reconnaltre  assez 
facilement,  a  l'aido  du  signe  numdrique,   le  commencement  des  phrasps. 
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ILLUSTRATIONS 


Ex.   1.        Fugue  XV* 
(Clavecin  Men  Tempore) 
J,   S.   Bach 
(Braille  page  37) 

Ex.  2.       Le  petit  ane  blanc, 
Jacques   Ibert 
(Braille  page  37) 

Ex.  3.       Etude,  op.   755,  No.  13 

Czerny 

(Braille  page  38) 

Ex.  4.       Prelude  a  l'apres—midi  d'un  faune 
Claude  Debussy 
(Braille  page  38) 

Sonatine  V. 

Op.  55 j  No.   2 

IV.   Kuhlau. 

(Braille  pages  39,  40,  41,  42) 

Preludes  pour  Piano 
Gabriel  Faure 
I  .    En  re  b&nol 
(Braille  pages  42,  43,  44) 

Cantilena  Anglica  Portunae 

Variations  on  the  Old  English  Song  "Portuna  My  Foe" 

Samuel  Scheldt 

(Braille  pages  45,  46,  4?) 

Praeludium 
Antonio  Vivaldi. 
Violin:     >6,  3-4-5 
(Braille  pages  47,  48 j  49) 


UNIVERSAL  BAR  OVER  BAR 
(Proposed  by  the  American  Subcommittee  on  Braille  Music). 

1,  The  disposition  of  music  on  the  braille  page  described  below  shall  be  known  as 
"Universal  Bar  over  Bar"  to  distinguish  it  from  the  original  American  style  of  bar 
over  bar. 

When  music  for  keyboard  instruments  or  ensembles  is  v/ritten  in  universal  bar  over 
bar,  two  or  more  lines  are  usod  together  according  to  the  number  of  staves  in  the 
score  of  the  ink-print  copy.  These  groups  of  lines  are  called  "parallels," 

Thus  usually  two  lines  are  used  together  for  piano  music,  three  for  organ  music, 
four  for  quartettes,  etc.   The  regularity  of  parallels  is  interrupted  only  in 
exceptional  cases  (see  paragraphs  9-H)» 

MUSIC  FOR  KEYBOARD  INSTRUMENTS 

2.  The  signs  k-~6  3~b~5>   ^5-6  3-^-5,  ^5  3-^5  for  right  hand,  left  hand,  and 
pedals  precede  their  respective  parts  at  the  beginning  of  every  parallel. 

3«   In  every  measure  the  first  note  of  each  part  stands  in  the  same  vertical  space, 
except  when  a  temporary  variance  therefrom  permits  the  completion  of  a  measure  in 
the  parallel.  An  octave  mark  begins  every  measure  in  every  part. 

k*       Measures  are  numbered,  but  only  at  the  beginning  of  every  parallel  in  the  line 
of  the  higher  part.  Repeats  are  indicated  by  the  use  of  measure  numbers,  except 
immediate  measure  repeats. 

5»   Marginal  measure  numbers  are  written  without  numeral  prefix  signs,  except 
that  a  numeral  prefix  sign  may  be  used  to  mark  the  beginning  of  a  musical  phrase 
oy  subdivision  of  the  composition. 

6,   A  measure  when  incomplete  at  the  end  of  a  parallel  is  broken  by  the  "music- 
hyphen"  (point  5)  a*  corresponding  fractions  of  the  parts  whenever  possible, 

7o       When  the  remnant  of  a  broken  measure  is  carried  to  the  next  parallel  and 
another  measure  follows  in  the  same  parallel,  the  marginal  measure  number  is  that 
of  the  broken  measure  and  is  followed  by  point  3» 

8.   Chords  are  read  downward  in  the  right  hand  part  and  the  higher  parts  of 
in-accords  come  first. 

Example,  Lc  Tombeau  de  Coupe rin — Rigaudon     (Braille  pago  3) 

9«   When  occasionally  parts  cross  or  are  mingled,  the  part  for  one  hand  may 
temporarily  bo  written  in  the  line  reserved  for  the  other,  in  which  case  the  use  of 
hand  and  octave  signs  makes  the  intention  clear.   In  such  transpositions,  the 
intervals  of  chords  are  read  in  the  direction  prevailing  in  the  line  to  which  the 
transposition  is  carried. 

Example,  Goldberg  Variations  (Braille  page  4) 

10,  At  any  point  in  the  course  of  a  composition  where  hand-alternation  prevails 
for  two  or  more  measures  of  considerable  length,  the  regularity  of  parallels  is 
interrupted  and  the  writing  of  the  parts  (now  in  the  sane  line)  is  continued  in 
the  next  line  or  lines  immediately  belov;,  indented  four  spaces.   The  absence  of 
marginal  numbers  and  hand-signs  from  the  indented  linos  indicates  the  change  of 
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pattern,  as  also  does  their  reappearance  at   the  end  of  the  passage* 

Example.     Toccata  and  Fugue  in  D  minor  (Braillo  page  5) 

11.  The  regularity  of  parallels  may  "be  interrupted  and  more  than  one  line  of  the 
same  part  may  "be  written  in  a  parallel  in  the  following  cases: 

(a)  When  one  part  is  silent  and  therofore  is  represented  "by  rests  corresponding 
to   two  or  more  lines  in  the  other  part.     At  the  point  where  the  silenco  ends,  a  new 
parallel  is   taken. 

Example.     Well- Tempered  Clavichord  (Braille  page  6) 

(h)  When  one  part  is  represented  "by  repeat  signs  corresponding  to   two  or  more 

lines  in  the  other  part.  At  tho  end  of  the  passage  affected  "by  the  repeat  signs  a 
nev;  parallel  is  taken. 

Example,     The  Little  White  Donkey  (Braille  page  7) 

(c)  When  a  measure  in  one  of  the  parts  cannot  he  written  in  one  line  or  cannot 
he  properly  divided  by  the  music-hyphen. 

Example,     Czerny,   Op,  755 »  13  (Braille  page  7,  last  k  lines) 

12.  When  a  measure  is  hroken  hy  the  music-hyphen  at  the  end  of  a  parallel  and  the 
remnant  of  the  measure  occupies  all  of  the  following  parallel  the  place  of  the 
marginal  measure  number  is  occupied  hy  point  6  in  each  of  the  cells. 

Example,     Marche  from  the  opera  "Love  for  Three  Oranges" 
(Braillo  page  8) 

13»  If  one  of  the  parts  of  a  measure  is  four  or  more  spaces  shorter  than  the  other 
part  and  if  another  measure  follows  in  the  same  parallel,  the  "blank  fraction  of  the 
line  may  he  filled  to   the  following  har  hy  point  6  made  in  every  other  space, 

14.     Music  in  free  or  unmeasured  rhythm  and  highly  complicated  compositions   (or 
parts  thereof)  may  he  written  count  over  count.      In  measured  music  the   shorter  part 
is  hroken  "between  counts  hy  the  music-hyphen. 

Example  A.     Requiem  Mass — Kyrie  (Braille  page  9) 

Hoto:  The  numerals  at  the  left  margin  numher  the  parallels 
consecutively  and  correspond  to  the  numhered  phrases 
of  the   text  of  words 


Example  B,     Bird-Song 


(Braille  page  10) 


Example  0,     Polonaise,  Op.  9>  I«  J»  Padcrewski       (Braille  page  10-11) 

l5f      In  music  for  "beginners,  free  lines  are  left  "between  parallels. 

16.     Literary  directions  or  expressions  of  half  the  length  of  a  lino  or  more  are 
written  in  a  separate  line  ahovo  the  parallel  or,   if  they  apply  to   the  left  hand  or 
pedals,   they  are  written  on  a  separate  line  ahovo  the  part  affected, 

17»     Legibility  and  neatness  of  form  sometimes  require   some  sacrifice  of  space  at 
the  ends  of  parallels:      that  is  to   say,  undue  "breaking  of  measures  with  the 
music-hyphen  should  he  avoided, 

18.     When  it  is  dosirahle   to   indicate  the  ink-print  pagination,   the  number  or 
numbers  of  the  ink-print  page  are  written  in  the  first  line  of  the  "braille  pago, 
"beginning  in  the  first  cell.     A  new  parallel  is  taken  at   the  "beginning  of  every 
stave,   and  the  numher  of  the  stave  on  the  ink— print  page  is  shown  hy  a  numeral 
without  the  numeral  prefix,  placed  in  the   second  cell  of  the  line   for  left  hand 


' 
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under  the  measure  number* 

Example.  Trio  No.  7  for  the  Organ  (Braille  page  12) 

19»  In  contrapuntal  music  for  keyboard  instruments  in  which  there  are  three  or  more 
parts,  each  part  may  occupy  a  separate  line  in  "braille. 

Example.  Fuga  for  Orgue  (Braille  page  13) 

MUSIC  FOR  3AS3MBEES 

20.  In  choral  and  instrumental  ensembles  the  names  of  voices  or  instruments  are 
indicated  in  only  the  first  parallel  and  free  lines  are  left  between  the  parallels* 

Example.  Q,»artett  IX.  (Braille  page  15) 

21.  In  choral  and  instrumental  ensembles,  measure  numbering  may  be  replaced  by 
pagination  shown  in  the  free  lines  above  measures  at  any  desirable  division  of  the 
text. 

22.  In  choral  music  the  words  which  correspond  to  the  parallel  are  written  under 
the  parallel,  beginning  with  the  sign  5-6  2-3  for  words,  set  inward  two  spaces. 
Run-over  lines  of  words  are  indented  four  spaces.  When  the  voices  have  unlike 
words,  a  separate  line  is  taken  for  each  voice  or  combination  of  voices,  with 
the  usual  indications  "S"  "Art  HT"  "Bw  marking  the  text  as  required  in  which  case 
the  sign  for  words  (5-6  2-3)  is  not  necessary. 

(For  an  illustration  of  vocal  ensemble  bar  over  bar,  see  Example  2, 
"Jubilate  Deo"  in  Methods  for  Writing  Songs  in  Braille.) 

23.  At  points  where  the  ensemble  is  reduced  in  number  of  parts,  a  new  parallel 
is  taken  and  the  names  of  the  active  -carts  are  restated. 


UNIVERSAL  BAR  OVER  BAR 
(Proposed  by  the  American  Subcommittee  on  Braille  Music). 

1.  [Che  disposition  of  music  on  the  "braille  page  described  "below  shall  "be  known  as 
"Universal  Bar  over  Bar"  to  distinguish  it  from  the  original  American  style  of  "bar 

over  'bar. 

When  music  for  keyboard  instruments  or  ensembles  is  written  in  universal  "bar  over 
"bar,  two  or  more  lines  are  used  together  according  to  the  number  of  staves  in  the 
score  of  the  ink-print  copy.  These  groups  of  lines  are  called  "parallels." 

Thus  usually  two  lines  are  used  together  for  piano  music,  three  for  organ  music, 
four  for  quartettes,  etc.  The  regularity  of  parallels  is  interrupted  only  in 
exceptional  cases  (see  paragraphs  9~H)» 

MUSIC  FOR  KEYBOARD  INSTRUMENTS 

2.  The  signs  U-6   3-^-5  >  ^5^6   3-^5 >  **-5  3-^5  for  right  hand,  left  hand,  and 
pedals  precede  their  respective  parts  at  the  beginning  of  every  parallel. 

3»   In  every  measure  the  first  note  of  each  part  stands  in  the  same  vertical  space, 
except  when  a  temporary  variance  therefrom  permits  the  completion  of  a  measure  in 
the  parallel.  An  octave  mark  "begins  every  measure  in  every  part. 

^.   Measures  are  numbered,  but  only  at  the  beginning  of  every  parallel  in  the  line 
of  the  higher  part.   Repeats  are  indicated  by  the  use  of  measure  numbers,  except 
immediate  measure  repeats. 

5»   Marginal  measure  numbers  are  written  without  numeral  prefix  signs,  except 
that  a  numeral  prefix  sign  may  be  used  to  mark  the  beginning  of  a  musical  phrase 
or  subdivision  of  the  composition, 

6,   A  measure  when  incomplete  at  the  end  of  a  parallel  is  broken  by  the  "music- 
hyphen"  (point  5)  a^  corresponding  fractions  of  the  parts  whenever  possible, 

7o   When  the  remnant  of  a  broken  measure  is  carried  to  the  next  parallel  and 
another  measure  follows  in  the  same  parallel,  the  marginal  measure  number  is  that 
of  the  broken  measure  and  is  followed  by  point  3» 

8,   Chords  are  read  downward  in  the  right  hand  part  and  the  higher  parts  of 
in-accords  come  first. 

Example,  Le  Tombeau  de  Couperin — Rigaudon      (Braille  page  3) 

9«   When  occasionally  parts  cross  or  are  mingled,  the  part  for  one  hand  may 
temporarily  bo  written  in  the  line  reserved  for  the  other,  in  which  case  the  use  of 
hand  and  octave  signs  makes  the  intention  clear.   In  such  transpositions,  the 
intervals  of, chords  are  read  in  the  direction  prevailing  in  the  line  to  which  the 
transposition  is  carried. 

Example.  Goldberg  Variations  (Braille  page  4) 

10.  At  any  point  in  the  course  of  a  composition  where  hand-alternation  prevails 
for  two  or  more  measures  of  considerable  length,  the  regularity  of  parallels  is 
interrupted  and  the  writing  of  the  parts  (now  in  the  sane  line)  is  continued  in 
the  next  line  or  lines  immediately  below,  indented  four  spaces.   The  absence  of 
marginal  numbers  and  hand-signs  from  the  indented  linos  indicates  the  change  of 


Universal  Bar  over  Bar  2 

pattern,  as  also  does  their  reappearance  at  the  end  of  the  passage. 

Example.     Toccata  and  Eugue  in  D  minor  (Braille  page  5) 

11.  The  regularity  of  parallels  may  ho  interrupted  and  more  than  one  line  of  the 
same  part  may  he  written  in  a  parallel  in  the  following  cases: 

(a)  When  one  part  is  silent  and  therofore  is  represented  "by  rests  corresponding 
to   two  or  more  lines  in  the  other  part.     At  the  point  where  the   silenco  ends,  a  new 
parallel  is  taken. 

Example,     Well-Tempered  Clavichord  (Braille  page  6) 

(h)  When  one  part  is  represented  hy  repeat  signs  corresponding  to  two  or  more 
lines  in  the  other  part.  At  the  ond  of  the  passage  affected  hy  the  repeat  signs  a 
new  parallel  is  taken. 

Example.      The  Little  White  Donkey  (Braille  pago   7) 

(c)  When  a  measure  in  one  of  the  parts  cannot  he  written  in  one  line  or  cannot 
he  properly  divided  hy  the  music-hyphen. 

.     Example,     Czerny,   Op.   755>   13  (Braille  page  7,   last  k  lines) 

12.  When  a  measure  is  "broken  hy  the  music-hyphen  at   the  end  of  a  parallel  and  the 
remnant  of  the  measure  occupies  all  of  the  following  parallel  the  place  of  the 
marginal  measure  numher  is  occupied  hy  point  6  in  each  of  the  cells. 

Example.     Marche  from  the  opera  "Love  for  Throe  0 range sn 
(Braillo  page  8) 

13«  If  one  of  the  parts  of  a  measure  is  four  or  more  spaces  shorter  than  the  other 
part  and  if  another  measure  follows  in  the  same  parallel,  the  "blank  fraction  of  the 
line  may  he   filled  to   the  following  har  hy  point  6  made  in  every  other  space. 

1^.     Music  in  free  or  unmeasured  rhythm  and  highly  complicated  compositions   (or 
parts  thereof)  may  he  written  count  over  count.      In  measured  music  the   shorter  part 
is  hroken  hetween  counts  hy  the  music-hyphen. 

Example  A.     Requiem  Mass — Kyrie  (Braille  page  9) 

ITotc:  The  numerals  at  the  left  margin  numher  the  parallels 
consecutively  and  correspond  to  the  numhered  phrases 
of  the   text  of  words 

Example  B,     Bird-Song  (Braille  page  10) 

Example  0.     Polonaise,  Op.  9>  !•  J»  Padcrewski       (Braille  page  10-11) 

l5»      In  music  for  heginners,   free  lines  are  left  hetwoen  parallels. 

16.  Literary  directions  or  expressions  of  half  the  length  of  a  line  or  more  are 
written  in  a  separate  line  ahove  the  parallel  or,   if  they  apply  to   the  left  hand  or 
pedals,   they  are  written  on  a  separate  line  above  the  part  affected, 

17.  Legihility  and  neatness  of  form  sometimes  require   some  sacrifice  of  space  at 
the  ends  of  parallels:      that  is  to   say,  undue  "breaking  of  measures  with  the 
music-hyphen  should  he  avoided. 

18.  When  it  is  desirable   to   indicate  the  ink-print  pagination,   the  numher  or 
numbers  of  the  ink-print  page  are  written  in  the  first  line  of  the  hraillo  pago, 
heginning  in  the  first  coll.     A  new  parallel  is  taken  at   the  "beginning  of  every 
stave,  and  the  numhor  of  the  stave  on  the   ink-print  page  is  shown  hy  a  numeral 
without  the  numeral  prefix,  placed  in  the   second  cell  of  the  line  for  left  hand 


Universal  Bar  over  Bar 


under  the  measure  number* 

Example.  Trio  No,  7  for  the  Organ  (Braille  page  12) 

19»  In  contrapuntal  music  for  keyboard  instruments  in  which  there  are  three  or  more 
parts,  each  part  may  occupy  a  separate  line  in  "braille. 

Example.  Euga  for  Orgue  (Braille  page  13) 

MUSIC  FOR  3ITS3MBLES 

20.  In  choral  and  instrumental  ensembles  the  names  of  voices  or  instruments  are 
indicated  in  only  the  first  parallel  and  free  lines  are  left  "between  the  parallels. 

Example.  0,*artett  IX.  (Braille  page  15) 

21.  In  choral  and  instrumental  ensembles,  measure  numbering  may  be  replaced  by 
pagination  shown  in  the  free  lines  above  measures  at  any  desirable  division  of  the 
text. 

22.  In  choral  music  the  words  which  correspond  to  the  parallel  are  written  under 
the  parallel,  beginning  with  the  sign  5-6  2-3  f°r  words,  set  inward  two  spaces. 
Run-over  lines  of  words  are  indented  four  spaces.  When  the  voices  have  unlike 
words,  a  separate  line  is  taken  for  each  voice  or  combination  of  voices,  with 
the  usual  indications  "SM  "A"  "T"  "B"  marking  the  text  as  required  in  which  case 
the  sign  for  words  (5-6  2-3)  is  not  necessary. 

(For  an  illustration  of  vocal  ensemble  bar  over  bar,  see  Example  2, 
"Jubilate  Deo"  in  Methods  for  Writing  Songs  in  Braille.) 

23.  At  points  where  the  ensemble  is  reduced  in  number  of  parts,  a  new  parallel 
is  taken  and  the  names  of  the  active  -oarts  are  restated. 


MESURE  SUE  MESURE  U1TIVERSEL 

("Bar  over  Bar") 

(Propose  par  le  sous-comite  americain  pour  la  Musique  Braille) 

1*       La  disposition  de  la  musique  sur  la  page  de  braille,  qui  est  decrite  ci-dessous, 
sera  connue  sous  le  nom  de  Mesure  sur  Mesure  Universel  (Universal  Bar  over  Bar), 
par  opposition  avec  le  Mesure  sur  Mesure  proprement  americain  de  l'origine. 

Quand  la  musique  pour  claviers  ou  ensembles  est  ecrite  en  Mesure  sur  Mesure 
Universel,   deux  lignes  ou  plus  sont  utilisees  ensemble,   d'apres  le  nombre  de 
portees  que  comporte  la  partition  en  noir.     Ces  groupes  de  lignes  sont  appel^es 
"parallele sn. 

Be  cette  maniere,  un  texte  pour  piano  s'ecrit  en  general  sur  deux  lignes,  un 
texte  d'orgue  sur  trois,   de  la  musique  de  quatuor  sur     quatre,  etc.     La 
regularite  des  paralleles  n'est  interrompue  que  dans  des  cas  exceptionels  (voir 
paragraphes  9~H)« 

MUSIQUE  POUR  CLAVIERS 

2.       Les  signes  ^-6  3-^5  >  ^-5-6  3-^-5  >  ^5  3~^5  pour  la  main  droite,  la  main 
gauche,  et  les  pedales  precedent  leurs  parties  respectives  au  debut  de  chaque 
parralelei 

3»       Dans  chaque  mesure  la  premiere  note  de  chaque  partie  occupe  la  meme  position 
verticalc,   sauf  quand  une  difference  provisoire  entre  les  deux  parties  permet 
d'achever  une  mesure  dans  la  parallele.     Une  cle  d'octave  est  placee  au  debut  de 
chaque  mesure  dans  chacune  des  parties. 

4.       Les  mesures  sont  numerotees,  mais  seulement  au  debut  de  chaque  parallele  et 
dans  la  ligne  reservee  a  la  partie  la  plus  elevee.     Les  reprises  sont  indiquees 
au  moyen  des  numeros  de  mesure,   sauf  en  cas  de  reprises  de  mesures  imi&ediatement 
precedentes. 

5«       Les  numeros  de  mesure  ecrits  dans  la  marge  ne  pronnent  pas  le  numerique* 
Pourtant  un  numerique  peut  etre  utilise  pour  marquer  le  debut  d'une  phrase  musicale 
ou  une  subdivision  de  la  composition. 

6.       Si  une  mesure  n!est  pas  terminee  a  la  fin  d'une  parallele,  elle  doit  etre 
sep&Tee  en  deux  par  lo  "trait  d'union  musical"   ou  "guidon",  autant  que  possible  a 
des  endroits  corrospondants  dans  les  differontes  parties. 

7«       Quand  un  fragment  do  mesure  est  reporte  a  la  parallele  suivante  et  qu'une 
autre  mesure  suit  dans  la  memo  parallelo,  le  numero   de  mesure  marginal  est  celui 
de  la  mesure  interrompue  et.  est  suivi  par  point  3» 

8.       Les  accords  se  lisent  de  haut  en  bas  pour  la  main  droite,  et  on  commence  par 
la  partie  la  plus  elevee  d,une  copulc, 

Exemple.     Le  Tombeau  do  Couperin  (Voir  le  texte  en  braille,  page  5») 

9#       S*il  so  trouve  que  les  parties  se  croisent  ou  soient  melangees,   la  partie  d'une 
des  mains  peut  etre  Ecrite  proviso iremont  sur  la  ligne  reservee  a  l1 autre  main; 
dans  00  cas,  on.  emploie  les  signes  do  main  et  d'octave  pour  indiquor  clairemont  la 
situation.     Dans  une  transposition  de  ce  genre  los  accords  so  lisent  dans  la 
direction  dans  laquello   se  lisent  normalement  les  accords  do  la  ligne  ou  la  trans- 
position est  reportee* 

Exemple.     Variations  Goldberg  (Voir  lo  texte  en  braille,  pago  6#) 


Mesure  sur  Me sure  Universol  2 

10.     Si,  au  cours  de  la  composition,   il  se  trouve  un  passage  ou  l'interversion  des 
mains  se  prolong©  pendant  deux  mo  sure  s  ou  plus,  la  regular!  te  des  parallelos  est 
interrompue  ot  l'ecriture  des  parties  (maintenant  sur  la  meme  lignc)   se  continue 
sur  la  ligne  suivante  et  cellos  d'  apres,  en  pratiquant  un  alinea  de  quatrc  ospaces. 

L'absccncc  de  numeros  de  mesure  marginaux  ct  de  signes  de  mains  dans  lcs 
lignes  de  1* alinea  et  leur  reapparition  a.  la  fin  du  passage  indiquent  le  changemont 
de  disposition, 

Exemplc.     Toccato  et  Fugue  en  Re  min, (Voir  lc  toxte  en  "braille,  page  7.) 

11*     Dans  les  cas  suivants  la  regularite  des  paralleles  peut  etre  interrompuc  et 
plus  d'une  ligne  de  la  memo  partie  ecrite  a.  la  suite: 

(a)  Lorsqu'une  des  parties  est  muette  et  par  consequent  est  representee  par 
des  silences  correspondant  a  deux  lignes  ou  plus  dans  l'autre  partio,     A  l'endroit 
ou  les  silences  prennent  fin,  une  nouvellc  parallele  recommence, 

Exemple,     Fuga  pour  Orguc  (Voir  le  texte  en  "braille,  page  17, ) 

("b)   Lorsqu'une  des  parties  est  representee  par  des  signes  de  repriso 
correspondant  a  deux  lignes  ou  plus  dans  l»autre  partie,     A  la  fin  du  passage 
correspondent  a  la  longueur  de  la  reprise,  -une  nouvelle  parallele  recommence* 

Sxcmple.     Le  petit  ane  blane  (Voir  le  texte  en  braille,  page  9») 

(c)  Lorsqu'il  est  impossible  d' ecrire  une  mesure  d'uno  des  parties  sur  une 
seule  ligne  ou  qu'on  peut  difficilement  la  diviser  par  le  guidon, 

Sxcmple.     Czerny,   Op,   755*  13  (Voir  le  texte  en  braille,  page  10,) 

12,     Si  une  mesure  est  coupee  par  le  guidon  et  que  le  fragment  restant  de  la 
mesure  occupe  toute  la  parallele  suivante,  point  6  est  place  dans  l'espace  reserve 
au  numero  de  mesure  marginal. 

Sxcmple,     Marcho  extraitc  de  1' opera  "LaAmour  des  Trois  Oranges'1 

(Voir  le  texte  en  braille,  page  11,) 

13*     Si  dans  l'une  des  parties,  une  mesure  est  plus  longue  que  l'autre  de  quatre 
espaces  ou  plus,  et  si  une  autre  mesure  suit  dans  la  meme  parallele,  l'espace  "blanc 
peut  etre  comole  par  des  points  6,  tous  les  deux  rectangles,   jusqu'a  la  barre  de 
mesurp  suivante, 

14,     De  la  musiquo  ecrite  dans  un  rythmo  lioro  ou  sans  mesure,  et  des  compositions 
extremement  compliqueos   (ou  des  extraits  de  ces  compositions)  peuvent  etre  ecrites 
temps  sur  temps,     Dans  la  musique  rythmee  normaloment,   la  partie  la  plus  courte 
est  coupee  entre  les   temps  par  des  guidons, 

Exeroplo  (a)     Eyrie,     Messe  do  Requiem     (Voir  le   texte  en  "braille,  page  12,) 
Note:     Lcs  numeros  places  dans  la  marge  de  gauche  numerotent  les 

paralleles  cons^cutives  et  correspondent  aux  phrases  numero tees 
dans  lc   texto  dos  paroles, 

Sxcmple   (b)     Chant  d'Oisotm  (Voir  le  texto  en  "braille,  page  13* ) 

Excmple   (c)     Polonaise  Op,  9»  Paderevski     (Voir  le  texto  en  braille,  t>agos 

13-1^. ) 

l5»     Dans  la  ousique  pour  debutants,  on  laissc  une  lignc  blanche  entre  les  parallels, 

16,     Les  indications   de  mouvement  ou  d'expression,   longucs  d'unc  demie  ligno  ou 
davantage,   sont  ecrites  au-dessus  do  la  parallele,   dans  une  ligne  separeo,  au 
dessus  de  la  partie  avec  laquelle  olles  sont  en  rapport. 
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17*     La  facilite  do  lecture  et  la  not  tote"  de  forme  exigent  quelquefoig  le 
sacrifice  d'un  peu  de  place  &  la  fin  des  paralleles:     e'est  a  dire  qu'il  faut 
evitor  de  couper,  autant  que  possible,   les  mesuros  par  des  guidons* 

18.     Quand  il  est  desirable  quo  la  pagination  du  texte  en  noir  so  it  indiquee,  le 
numero  ou  les  numeros  dos  pages  du  texte  on  noir  sont  ecrits  sur  la  premiere  ligne 
de  la  page  de  braille,  en  partant  du  premier  rectangle.     On  commence  une  nouvelle 
parallele  au  debut  de  chaque  portee   (dans  le  texte  en  noir)     et  le  numero  de  la 
portee  dans  le  texte  en  noir  est  indique  par  un  chiffro  sans  numeriquef  place  dans 
le  second  rectangle  de  la  ligne  reservee  a  la  main  gauche  et  sous  le  numero  de 
me sure, 

Exemple.     Trio  7  pour  Orgue  (Voir  le   texte  en  braille,  page  16.) 

19»     Dans  la. musique  de  contropoint  pour  les  instruments  de  clavier  ou  il  y  a  trois 
ou  plus  de   trois  parties,   chaque  partio  peut  occupor  une  ligne  separec  en  braille. 
Exemple.     Euga  pour  Orgue  (Voir  le  texte  en  braille,  page  17») 

20.  Dans  les  ensembles  choraux  ou  instrumentaux,  le  nom  des  voix  ou  des 
instruments  est  indique  seulement  pour  la  premiere  parallele  et  on  laisse  une 
ligne  blanche  cntrc  les  paralleles. 

Exemple.     Owuartett  DC.     Haydn  (Voir  le  texte  en  braille,  page  19.) 

21.  Dans  les  ensembles  choraux  ou  instrumentaux,   lc  numerotage  des  mesures  pout 
etre  remplace  par  la  pagination  indiquee  sur  les  lignes  blanches  au  dessus  des 
mesures,  a  tous  les  endroits  ou  la  division  du  texte  est  desirable. 

22.  Dans  la  musique  chorale  les  mots  qui  correspondent  aux  paralleles  sont  ecrits 
au~dessous  des  paralleles  en  commengant  par  le  signe  5-6  2-3  pour  paroles  ecrit 
avec  un  rctrait  de  deux  espaces  par  rapport  a  la  marge.     Si  les  paroles  couvrent 
plus  d'une  ligne,   les  lignes  necessaires  pour  les  completer  sont  ecrites  on  alinea, 
a  une  distance  do  quatre  espaces  de  la  marge,     Quand  les  voix  ont  des  paroles 
differentes,   on  utilise  une  ligne  separee  au-dessous  de  chaque  voix  ou 
corabinaison  de  voix,   avec  les  indications  habituclles,  "S."  MA.n   HT.H   "B.H;   dans 

ce  cas  le  signe  pour  paroles  n'est  pas  necessairc. 

(Voir  Exemple  2  "Jubilate  Deo",  Musique  de  Chant.) 

23»  Aux, endroits  ou  le  nombre  des  parties  de  l'ensemble  est  reduit,  on  commenco 
une  nouvelle  parallelo  et  le  nom  des  parties  actives  est  indique  de  nouveau  dans 
la  marge. 


MESUHS  SUR  MESUHS  U1TIV3RSEL 

("Bar  over  Bar") 

(Propose  par  le  sous-comite  americain  pour  la  Musique  Braille) 

1*       La  disposition  de  la  musique  sur  la  page  de  "braille,  qui  est  decrite  ci~dessous, 
sera  connue  sous  le  nom  de  Mesure  sur  Mesure  Universel   (Universal  Bar  over  Bar), 
par  opposition  avec  le  Mesure  sur  Mesure  proprement  americain  de  l'origine, 

Quand  la  musique  pour  claviers  ou  ensembles  est  ecrite  en  Mesure  sur  Mesure 
Universel,   deux  lignes  ou  plus  sont  utilisees  ensemble,   d'apres  le  nombre  de 
portees  que  comporte  la  partition  en  noir.     Ces  groupes  de  lignes  sont  appellee 
"parallele  s", 

De  cette  maniere,  un  texte  pour  piano  s'ecrit  en  general  sur  deux  lignes,  un 
texte  d'orgue  sur  trois,  de  la  musique  de  quatuor  sur     quatre,  etc.     La 
regularite  des  paralleles  n'est  interrompue  que  dans  des  cas  exceptionels  (voir 
paragraphes  9~H)» 

MOSIQUE  POUR  CLAVISRS 

2.       Les  signes  b-6  y.k-5)  4-5-6  y~k~-5f  **- 5  3~^~*5  pour  la  main  droite,  la  main 
gauche,  et  les  pedalcs  precedent  leurs  parties  respectives  au  debut  de  chaque 
parralele* 

3«       Dans  chaque  mesure  la  premiere  note  de  chaque  par tie  occupe  la  meme  position 
verticalc,    sauf  quand  une   difference  provisoire  entre  les  deux  parties  permet 
d'achever  une  mesure  clans  la  parallele.     Une  cle  d'octave  est  placee  au  debut  de 
chaque  mesure  dans  chacune  des  parties. 

4,       Les  mesures  sont  numerotees,  mais  seulement  au  debut  de  chaque  parallele  et 
dans  la  ligne  reservee  a  la  partie  la  plus  elevee,     Les  reprises  sont  indiquees 
au  moyen  des  numeros  de  mesure,  sauf  en  cas  de  reprises  de  mesures  im#ediatement 
precedentes, 

5«       Les  numeros  de  mesure  ecrits  dans  la  marge  ne  pronnent  pas  le  numerique* 
Pourtant  un  numerique  peut  etre  utilise  pour  marquer  le  debut  d'une  phrase  musicale 
ou  une  subdivision  de  la  composition, 

6»       Si  une  mesure  n!est  pas  terminee  a  la  fin  d'une  parallele,  elle  doit  etre 
separee  en  deux  par  le  "trait  d'union  musical"  ou  "guidon",  autant  que  possible  a 
des  endroits  corrospondants  dans  les  differontes  parties* 

7«       Quand  un  fragment  de  mesure  est  reporte  a  la  parallele  suivante  et  qu'une 
autre  mesure  suit  dans  la  memo  parallelo,  le  numero  de  mesure  marginal  est  colui 
de  la  mesure  interrompue  et,  est  suivi  par  point  3« 

8,       Les  accords  se  lisent  de  haut  en  bas  pour  la  main  droite,  et  on  commence  par 
la  partie  la  plus  elevee  d'une  copulc, 

Exemple,     Le  Tombeau  do  Couperin  (Voir  le   texte  en  braille,  page  5») 

9#       S'il  se  trouvo  que  les  parties  so  croisent  ou  soient  melangees,  la  partie  d'une 
des  mains  peut  etre  ecrite  provisoirement  sur  la  ligne  reservee  a  l1 autre  main; 
dans  go  cas,  on  emploie  les  signes  do  main  et  d'octave  pour  indiquor  clairement  la 
situation,     Dans  une  transposition  do  ce  genre  les  accords  so  lisent  dans  la 
direction  dans  laquollo  se  lisent  normalement  les  accords  do  la  ligne  ou  la  trans- 
position est  reporteo, 

Exemple,     Variations  Goldberg  (Voir  lo  texte  en  braille,  pago  6«) 


Me sure  sur  Me sure  Universel  2 

10,  Si,  au  cours  de  la  composition,   il  se  trouve  un  passage  ou  l'interversion  des 
mains  se  prolonge  pendant  deux  mosures  ou  plus,  la  regularite  des  parallelos  est 
interrompuo  ot  l'ecriture  des  parties  (maintenant  sur  la  meme  ligne)   so  continue 
sur  la  ligne  suivante  ot  cellcs  d'apres,  en  pratiquant  un  alinea  de  quatre  e spaces. 

L'abscencc  de  numeros  de  mesurc  raarginaux  et  de  signes  de  mains  dans  los 
lignes  do  1»  alinea  et  leur  reapparition  a.  la  fin  du  passage  indiquent  le  changement 
do  disposition, 

Exemple,     [Itoccato  et  Fugue  en  Re  min. (Voir  lo  texte  en  braille,  page  7.) 

11,  Dans  les  cas  suivants  la  regularite  des  paralleles  peut  etre  interrompuc  et 
plus  d'une  ligno  de  la  memo  partie  ecrite  a,  la  suite: 

(a)  Lorsqu'une  des  parties  est  muette  et  par  consequent  est  representee  par 
des  silences  correspondant  a  deux  lignes  ou  plus  dans  1' autre  partio,     A  l'endroit 
ou  les  silences  prennont  fin,  une  nouvelle  parallele  recommence. 

Exemple,     Fuga  pour  Orguc  (Voir  le  texte  en  "braille,  page  17, ) 

(b)  Lorsqu'une  des  parties  est  representee  par  des  signes  de  reprise 
correspondant  a  deux  lignes  ou  plus  dans  l'autre  partie,     A  la  fin  du  passage 
correspondent  a  la  longueur  de  la  reprise,  une  nouvelle  parallele  recommence, 

Exemple.     Le  petit  ane  blanc  (Voir  le  texte  en  braille,  page  9») 

(c)  Lorsqu'il  est  impossible  d' ecrire  une  mesure  d'uno  des  parties  sur  une 
seule  ligne  ou  qu'on  peut  difficilement  la  diviser  par  le  guidon, 

Exemple,     Czerny,   Op,   755>  13  (Voir  le  texte  en  braille,  page  10,) 

12,  Si  une  mesure  est  coupee  par  le  guidon  et  que  le  fragment  restant  de  la 
mesure  occupe  toute  la  parallele  suivante,  point  6  est  place  dans  l'espace  reserve 
au  numero  de  mesure  marginal* 

Exemple,     Marcho  extraite  de  1' opera  "LaAmour  des  Trois  Oranges" 
(Voir  le  texte  on  braille,  page  11,) 

13«     Si  dans  l'une  des  parties,  une  mesure  est  plus  longue  que  l'autre  de  quatre 
e spaces  ou  plus,   et  si  une  autre  mesure  suit  dans  la  meme  parallele,  l'espace  blanc 
peut  etro  comble  par  des  points  6,  tous  les  deux  rectangles,   jusqu'a  la  barre  de 
mesure  suivante, 

14,     De  la  musiquo  ecrite  dans  un  rythmo  librc  ou  sans  mesurc,  et  des  compositions 
extremoment  compliquees   (ou  dos  extraits  de  cos  compositions)  peuvent  etre  ecrites 
temps  sur  temps,     Dans  la  musique  rythmee  normalomcnt,   la  partio  la  plus  courte 
est  coupee  entre  les  temps  par  des  guidons, 

Exemple   (a)     Kyrie,     Hesse  do  Requiem     (Voir  le   texte  en  braille,  page  12,) 
Note:     Los  numeros  places  dans  la  marge  de  gauche  numero tent  les 

paralleles  cons^cutives  et  correspondent  aux  phrases  numero tees 
dans  le   texte  dos  paroles, 

Sxemple   (b)     Chant  d'Oisouu  (Voir  le  texto  en  braille,  page  13, ) 

Exemple   (c)     Polonaise  Op,  9»  Paderov/ski     (Voir  le  texte  on  braille,  -cages 

l5»     Dans  la  musiquo  pour  debutants,  on  laisso  une  ligno  blanche  entre  les  parallels, 

16,     Les  indications  de  mouvement  ou  d' expression,   longues  d'unc  domic  ligno  ou 
davantage,   sont  ecrites  au-dessus  do  la  parallele,   dans  une  ligne  separec,  au 
dessus  do  la  partie  avec  laquelle  olles  sont  en  rapport. 
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17.  La  facilite  do  lecture  et  la  nottete  de  forme  exigent  quelquefoig  le 
sacrifice  d'un  peu  de  place  a  la  fin  des  paralleles:     e'est  a  dire  qu'il  faut 
eviter  de  couper,  autant  que  possible,  les  mesures  par  des  guidons. 

18.  Quand  il  est  desirable  quo  la  pagination  du  texte  en  noir  so it   indiquee,   le 
numero  ou  les  numeros  des  pages  du  texte  on  noir  sont   ecrits  sur  la  premiere  ligne 
de  la  page  de  "braille,  en  partant  du  premier  rectangle.     On  commence  une  nouvellc 
parallele  au  debut  de  chaque  portee   (dans  le  toxte  en  noir)     et  le  numero  de  la 
portec  dans  le  tcxtc  en  noir  est  indique  par  un  chiffre  sans  numerique,  place  dans 
lo  second  rectangle  de  la  ligne  reservee  a  la  main  gauche  et  sous  le  numero  de 
mesure. 

Dxemple.      Trio   7  pour  Orgue  (Voir  le   texte  en  braille,  page  16,) 

19«     Dans  la. musique  de  contrepoint  pour  les  instruments  de  clavier  ou  il  y  a  trois 
ou  plus  do   trois  parties,   chaque  partio  peut  occupor  une  ligne  separec  en  braille. 
Sxemple.     luga  pour  Orgue  (Voir  le  texte  en  "braille,  page  17,) 

20»     Dans  les  ensembles  choraux  ou  instrumentaux,   le  nom  des  voix  ou  des 
instruments  est  indique  seulement  pour  la  premiere  parallele  ot  on  laisse  une 
ligne  blanche  cntrc  les  paralleles. 

Sxemple,     Quarto tt  IX.     Haydn  (Voir  le  texte  en  braille,  page  19.) 

21*     Dans  les  ensembles  choraux  ou  instrumentaux,   lc  numero tage  des  mesures  pout 
etre  remplace  par  la  pagination  indiquee  sur  les  ligne s  blanches  au  dessus  des 
mesures,  a  tous  les  endroits  ou  la  division  du  texte  est  desirable, 

22.  Dans  la  musique  chorale  les  mots  qui  correspondent  aux  paralleles  sont  ecrits 
au-dessous  des  paralleles  en  commoncant  par  le  signe  5-6  2-3  pour  paroles  ecrit 
avec  un  retrait  de  deux  espaces  par  rapport  a  la  marge.     Si  les  paroles  couvrent 
plus  d'une  ligne,   les  lignes  necessaires  pour  les  completer  sont  ecrites  en  alinea, 
a  une  distance  de  quatre  espaces  de  la  marge,     Quand  les  voix  ont  des  paroles 
differentes,   on  utilise  une  ligne  separee  au-dessous  de  chaque  voix  ou 
combinaison  de  voix,   avec  les  indications  habituclles^  nS*n  "A."   "T«"   "B.H;   dans 

ce  cas  lo  signe  pour  paroles  n!est  pas  necessairo, 

(Voir  Dxemple  2  "Jubilate  Deo",  Musique  de  Chant.) 

23.  Aux. endroits  ou  le  nombre  des  parties  de  l'ensemble  est  reduit,  on  commence 
une  nouvellc  parallele  et  le  nom  des  parties  actives  est  indique  de  nouveau  dans 
la  marge. 
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